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FOREWORD

The Folk Music and Folklore Research Institute, Calcutta, came into being only
three years back The of an mmpending crisis 1n folk impelled
us to form this Institute Thas crisis 1n folk music has set 1n in the form of its gross
commercral distortion and consequent falsification
A folk melody 15 not merely a literary or a mustcal work, but a product of the
continuous process of hfe of apeople  Folk tunes grow and deselopinthis process
Songs, ballads and lores growng out of new experiences are constantly enriching
the nich folk tradstion
It 55 unfortunate that folkmusic and folklore, as yet, has xemalncd Just &
branch of special study for a handful of d or
1 our country studes 1n folk music tdl now have been pumanly hmuted to thn
spheres of sociology and htcrature but almost nothing has been done so far to
study the i 1stics that d folk songs of one regton
from those of another Our primary emphasis 1n thus volume has been on the musi-
cological aspects of folk music
The scope of the volume, however has been somewhat expanded by the
ancluston of a number of articles on general theoretical problems and folk music
traditions abroad But this volume has been primanly lirnted to a study of the folk
songs of the North Eastern region of the country—a study which 1s admuttedly
anytfung but comprehensive We however sincerely regret that we have faded to
obtain 2 single article on the rich folk songs of Oniss: Mampur and many other
regions, i spite of our best efforts
We hive been compelled to publish the Anthology it English for casier
communication But we have becn aware all along of the difficultics rvolved 1n
1 and thatitis ble to capture i} the delicate
nuances of the folk lyncs A fcw aruc!es ongnally written m languages other
than Englsh have had to be edited when transfation proved difficult. Some of
these articles have suffered 1n the process and we owe @ sincere apology to the
authors who had worked so hard on them
We have used two systems of notations for every song referred to, the Stafl
Notation, and the Bhatkhande system of Notation using Roman Jetters We were
compelled to go 1n for thus double system of Notation for a number of reasons,
iz, the general lack of familianity n this Country with Stafl Notation, outside
-a hmted sphere of experis
Maps, wherever used, indicate not geographical regions but regions distin-
gushed by a particular style of folk music or dialect
The selective bibhography at the end covers pubhications on the folk music
of North-Eastern Indra The 1s not exhaustive It gives a List of books
that we found useful and readdy available in hbranes Omussions of important
titles, 1f any, are not 1ntentional




A NOTE ON TRANSLITERATION

Diacntical marks expressing distinctive sounds of alphabets of Indian languages pose a
difficult problem in respect of proper ttanshiteration In this Anthology 1t was oot possible o
use the International Phonetic system. Adherence to a comprehensive rendeting 1n phonetic
terms all the unasprated voiceless plosives, glide element of dipthongs ete. also gave nse to-
seemumgly i problems more by the non of swtable type-
faces from the pnnter  For these reasons, we have followed a method in which all consonant
aspirates iscorporating the *h* sound are shown with the letter ‘b, Whercas long vowels are marked
1 the proper maoper Palatals Iike *f' and *¢l, etc, retraflex *r* and two kinds of short and long.
liqud pasalisattons , ~, = have been used for the canvemence of the reader.

NOTES ON INDIAN NOTATION SYSTEM

I, Indian music scale of twelve semutones <
SRRGGMMPDDNN
*Komal’ 1s indicated by a line below the notes and *Xogi' madhyam by & Line on tep of M
II. Octaves , Higher and lower Octaves are indicated by adot on the top and bottom of the
notes,
HigherOctave* S R G M Pete.
Lower Octave: S R G M Petc.
11L. Grace Notes . Grace notes are indicated by tiny nates at the top lelt and right of the mam.
note
PM PN or MGR SO etc
IV, *Srut’wsindicated by tny £, 20r Jon the top right of the mata note,
R, G Dete
VI *Muif or ghiding notes are indicated by a slur on the top or battom of the relauve nates..
N3 or GRew
VIL A cracked vocal soumd 18 ndicated by s star on the left top of the note
*P *R cte.

VIII Matrls : One single Dnit 15 one mitrd. When profonged, it s followed by dashes as the
soquired units to cover the duration. There will be no sound in the parallel hne of”

the wordimgs when there is no dash.
M~ —~ G R —
M o~ — f L Y]

Staff Nvsctions prerared by Eholed Choudiory and Bharkkonde Syetem of Notorioms
by Rholed Choudary and Anil Koy
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TAGORE ON FOLKMUSIC AND FOLKLORE
EXCERPTS

Since 1899 folk songs and nursery shymes collected by Rabindrar1th Tagore started appearing
regularly in the pages of his monthly, 647 and and also in the offictal organ of the Bangiys Sahstyn
Panshat It may well be presumed thercfore that the work of collection must have commenced
a few years eacher In 1883 while a mere youth of 22, the monthly Bfiarati published a review of
s compilation of devouonal songs of rural and folk ongin enutled ‘Sangit Samgraha.
In the course of this review he made & trenchant comment on the artificial tone of speech and
wnng aficcted by the England retamned chte of Bengad and contrasted it with the easy flow and
natural vigour of Bengah folk literature  * Universa) love nnd such bhe high flown senti
ments,” he saud, “sound quite pleasing 0 our ears when we hear them spoken by foroigners
‘Why should the same sentiments, sung from door to door by our mendicants and beggars make
po impact on our mind and heart?® Concluding he observed  Folk poetry and folk songs,
whatever be their subject matter and whichever the sect or commumnity they ong nate from deserve
10 be asuduousty collected by all lovers of Juerature 1n the bost interests of enriching our mother
tongue They enable us to ger better acquainted with our fullow men and with their hopes and
ssprations Joys and sorrows It does not call for any great effort on our part to wnte down the
songs sung by our mendicant beggars and boatmen  Inaidentally 1f some of out readers woutd
take the trouble of collecung folk sangs of current vogue and sead them on to us we shall by
most pleased to publish them in the pages of Bharat; *

The imtiative taken by Rabindranath and his mfectious enthusiasm for the beauty of the
form and contents of folk kterature aad folk songs, wmduced the attenuon of our literatt to the
task of collectiog them systematically

Not only was hus own Lterary creation enriched by the folk-element of Bengals culture,
Hus musical compositions and even fus concepit of the relig on of man denived msprration theres
from In order to give some idea of this pervasive influence i the shaping of his distinetive genuus
et us quote belaw a few excerpts from Rabindranath § wntings

Patter, patter, falls the ram
Ruver's going to flood agamn

In my boyhood days this simple rhyme uscd to keep me spelt bound I cannot
say I have outgrown that spell although I have grown 1 years Unless 1 recall the
powerful spell binding qualities of the folk rhymes and how these affect the young
and old alike, T cannot have a clear notion as to what constitutes their beauty
and magic Man's stupendous efforts and n such
fields of Literature as epic and poetry, philosophy and ethics are everyday being
consigued to the timbo of obdlvron while the easy flow of these effortless meaning-
less and incoherent yngles remains a powerful current in the stream of folk con-

sciousness down the ages

Why should this be so?

It 15 because these rhymes have 1n them certain elements that eadure Who
composed them and in what era—s immatertal The question of date and hme
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sumply does not operate here Because of thewr nherent abiding qualities, they
become tnvested with immortality the snstant they are born—whether they were
composed today or thousands of years ago

At times we discover foot prints of some prehistonc birds—now gone extinct,
1n some strata of fossilized rock which was once upon a time a beach of soft clay
at the edge of some sea, now wiped out of the face of this ancient planct of ours
The traces temain where these were onginally made Nobody sculpted them or
interpolated them 1n replica In the same manner n¢ may discover in these folk-
thymes many a trace of joy and sorrow, pleasure and pain—coming down the
ages Entwined in their broken rhymes one may sull trace many a tale of hurt
and suffering They are fragments of emotions and sentiments from the bygone
days They are like bits and chunks of an sceberg set adnftin the sea of ime  Float
1ng long distances, the waves have at last tossed these over to the shore of our
present times  The instant we take them up and chenish them 1n the warmth of
our heart, these frozen bits of forgotten woes dissolve mto tears and come to lfe
once again

In the busy countryside, fields are tilled ferryboats ply between one landing
and another, plough shares are hammered into shape n the smithy, pounding
beams are sawed and planed in the carpenter’s workshop, and tonkets are fashtoned
at the goldsmth's Here, deep under the surface of the act of everyday living an
effort 1s constantly 1n progress to turn out 2 type of hterature Bits and fragments
of disparate activities are being woven into 2 kind of umity to be offered as a garland,
as1t were, to the mustress of all times

In the intervals of the variegated tasks of hfe, through the openings of the
bamboo flute of rural exwsstence, the wind plays a melody of sharps and flats

As one goes adnft 1n the Padmd, one can hear the sharp clamour of the
water birds busily disporting themselves 1n the sandbanks No one would mustake
thexr extes for the sophisticated teue to scale music of the cuchoo calling Never-
theless, 1t will perhaps not be inappropriate to descnibe this hue and clamour of
the water-birds as the symphony of the Padma Whether this music 1s true to
scale or not, whether ali the notes harmonize or not, as one goes aduift on the
lazy stream, with the air so pure and the sun so genal of a winter morning, one

<can only describe 1t as & resonant song of the Joy of hfe of mnumerable feathered
creatures

Folk literature as abo folk music may not soar high in thewr imaginative
flights They may not have the ostentation of classical muste with 1ts flourssh and
elaboration But deep in tnerc heart, there 15 a melody of pure joy Besides, the
poet who 15 able to make a song of the everyday life of the village—endowing 1t
with thyme and rhythm— gives voice to the inarticulate soul of the masses
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These songs are Like the cry of the migrant geese on the sandbanks of the Padma
Niceties of the syntax and grammar of classteal musie are not for them

‘What if the inspiration of the folk poet or composer eperates within a strictly
narrow field ? The very knuts the hbourhood 1 an itmacy of refa
tionstup Not for hum the vertical flight of a poet of imagmation In his lateral
or horizontal movement he must embrace an entire countryside and lus songs
must send forth echoes 1n thousands of hearts

‘Therefore 1f we are to accept (as we must) Tolk songs nursery thymes and
folk tales—-all of which powerfully affect the folk mind—as lterature we must
read them as an inseperable part of the life of our people in the countryside It
15 they who discovered 1n them a vitality and 2 meaning notwithstanding their
broken metres and lame rhymes

(Gramya Sahitya or Folk Literature 1898)

We have no better product of indigenous manufacture than ‘Thahurmar
Jhith, Granay s Bag of Stories fed by Dak Mitra M d
Until recently to our great misfortune even this granny s bag had to be made
of cloth imported from the textile mulls of Maachester OQur children were in
danger of being fed exclusively on 2 diet of fairy tales of England and our company
of story manufacturing granmes were on the verge of ruination and bankruptcy

(Preface to Thakurmar Jimh Bengali folk tales
compiled by Dakshinaramjan Mitra May imdar  1907)

There 1s no end of material that deserves to be collected and compiled  Rituals
and festivals observed 1n Bengal differ from one region to another Even our
local social customs show wide divergence Besides there are folk rhymes nursery
rhymes and folk songs replete with local colour that simply cry for recognmtion

1t1s not as if we do not study anthropology or ethnology If all our reading
of text books on these subjects does not taduce an enquiring spint 2 healthy
cunosity to Jearn about the ways of Hadis Doms haowartas Bagdis and sumilar
sub castes or sects who live almost next door to us we then come to realise what
al ble gap our knowledge from reality Qur aimost supesstitious
awe of the text book does not permit us to read the book of Iife of which the
text book 1s but an impetfect murror

(Address to the students of the Caleunita Umyersity in 1912)

These famthar with my wntings surcly hnow that in many of them I have
expressed my deep snterest i the Baul songs of Bengz! Whtle n Shilardak I
used to meet Bauls farly frequently I would sit wath them over long hours and
discourse with them on subjects of our mutual interest A number of my songs
are cast 1n the Baul mode There arc others 1n which the Baul element has mexed
and mungled with the classical—by acuident or design That 15 proof enough
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1f proof 15 at all needed, that at some stage of my career, 1 absorbed the melody
and message of the Bauls to such an extent that these became a part of my being
{Introduction to Md Mansooruddin's compilation  Haramom, 1934)

1 mention 1n connection with my personal experience some songs which
1 have often heard from wandering village singers, belonging to the popular sect
of Bengal, called Bauls who have no images, temples, scriptures, or ceremonials,
who declare 1n their songs the dvamity of Man, and c\press for hum an intense
feeling of love Comung from men who are unsophisticated, living a simple life
1m obscunty, it gives us a clue to the inner meamng of all religlons  For 1t suggests
that these religions are never about 3 God of cosmic force, but rather about the
God of human personality

About this time, one day I chanced to hear a song from a beggar belonging
to the Baul sect of Bengal We have i the modern Tndtan religron dertres of differ-
ent names, forms and mythology, some Vedic and athers aboriginal They have
their special sectanian wdoms and that give 1 to
those who are accustomed to their hypnotic 1wfluences Some of them may have
their aesthetic value to me and others
bered by the exuberant distraction of legendary myths But what struch me n
this simple song was a rehigious expression that was neither grossly concrete, full
of crude detals, nor metaphysical 1n its ranfied transcendentalism At the same
time 1t was alive with an emotional sincenity It spoke of an intense yearmng of
the heart for the divine which 15 1 Man and not 1n the temple, or scriptures, in
imagesand symbols  The worshipper addresses Ius songs to Man the 1deal, and
says .

Temples and mosques obstruct thy path,

and 1 fasl to hear thy call or to move,

when the teachers and priest angrily crowd round me
He does not follow any tradstion of ceremony, but only believes infove  According
to um

“‘Love 18 a magic stone,

that transmutes by 1its touch

greed 1nto sacnfice ”
He goes on to say

“For the sake of this love

heaven longs to become earth

and gods to become man*
Since then I have often tried to meet these people, and sought to understand them
through their songs, which are their only form of worship One 1s often surprised
to find 1n many of these verses a strkung onginalty of sentiment and diction R
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for at thew best they are m their On
such song 1s a hymn to the Ever Young It exclaims

O my flower buds, we worship the Young

for the Young 1s the source of the holy Ganges of life ,

from the Young flows the supreme bliss
And 1t says

We neser offer nipe corn m the service of the Young

nor fruit nor seed,

but only the Jotus bud which 1s of our own mind

“The young hour of the day, the morning

1s our time for the worship of Hum

from whose contemplation has sprung the Universe
1t calls the Spirst of the Young the Brahma hamal “the snfinite lotus* For it s
something which has perfectan 1n ats heact and yet ever graws and vafolds its
petals

(The Rehgion of Man Hibbert Lectures at Oxford i I1930)

Ongtnal Bengal passages translated by Kshis Roy



SOME BIHARI FOLK-SONGS
GeoRGE A GRIERSON

Few persons can claim to have made a greater contribution to the study of comparative Indian
philology and languages than George Abraham Grierson (1851 1951) Nearly the whole of hus
adult Wie was spent 1 the study and analys s of Indian languages particularly languages and
dialects of Eastern Tadia One of Ins most important works ‘The Linguistic Sutvey of Indm®
(an twenty volumes) still remains the source book for philofogical research for afl students of
Indian Langu stics The amazing range of Grierson s scholarstup and work was not hmited to
studics of Indian languages and grammar His vatuable contribution wncludes systematic collea-
110n of folkmusic and folklore of different regions of Eastern India. This edited version of hus
article fias been reprinted from the sisteenth volume (1834} of the Joutaal of Royal Asiatic Society
of Great Brutain and Ireland The cditing has been made with a view to bring o promunence hig
views on B han folk songs

The following songs are a portion of those collected by me last hot weather,
when acting as Magustrate of Patna ‘They were written down for me in the heart
of Bihir by Babu Shuy Nandan Lal Ry, Deputy Magestrate, a gentleman born and
bred tn the netghbourhood of Ara (Arrah), who take 2 most livefy and intelhigent
1nterest 1n his own beautiful native language I 'have printed them exactly as they
have been taken from the mouths of the reciters, a few obvious shps of the pen
being alone corrected 1 have allowed no theories of my own to interfere with the
text obtained, and 1 have rel ] d from lting even
native scholars as to probable or possible emendations Natives 1n such casesare,
as 15 well known, only too ready to invent readings which have never existed
‘They have no reverence whatever for the words or matter of the songs 1 the
vernacular, and feet themselves justified 1n making any alterations or additiong
on the spur of the moment, which may scem required by the metre, or more adop-
ted to their present temperament

The great preservers of these songs are all the women of all classes, and 3t
15 therefore 1mpossible for 2 Turopean to obtain them direct from their storekeepers
1 am henee doubly indebted to Babd Shiv Nandan L3l Ray, who has gven me
these songs cxactly as they have been taken down from the mouth of ladies in
Shahibid

It may bementioned here that Bihdriis the name which s being adopted to a.
considerable extent in India for the language hitherto known as Eastern Hind;
Bihari possesses a most tlaborate grammatical structure 1t has three main dialects,
2 North Eastern (the Maithil), a South Eastern {the Magadhi or Magah), and
a Western (the Bhojplri) The first has been grammatically dealt with 1n the
Journal of the Asiatic Society of Bengal, and the extreme western variety of the
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last (commonly fnown as Western Bhoypliri) forms the ground work of Dr
Hoerale’s Gaugran Grammar A grammar, set of fables, and vocabulary of the
Magadtu dialect has been published by the Government of Bengal and a grammar
of the pure Eastern Bhojpiri spoken near Ard, the chief town of the district
of Shahabdd, 1s wn the press, and will shortly be published by the same
Government

The following songs being collected 1n Shahabid may reasonably be expected
to be m Bhojpiin dralect

I have already stated that these songs are printed ipsissimis verbis as

they were recited by women of Bhojpur! tract This has its disadvantages The
uneducated, and especially women, have a great recurrence for the unintelhgble,
and the love for “that blessed word Mesopotarma * 18 yust as great 1n the East
as 1t 1s 1n the West Hence many an obscure word 1s retuned, simply because
1t 1s not understood, and finafly after generations of ignorant attriion becomes
a sound and nothing more, hawving po meantag i uself, but mteresting
simply from its unintelimbility A few instances of such words will be met
with 1a the following songs

Another point to be noted 1n these songs 1s that they by no means follow
the strict and complicated metric laws of Tulst Das and Bidydpat: Nor, consider-
1ng their singers and preservers, can they be expected to do so Probably, when
they were first written, each ine may have contamned 1ts orthodox supply of long
and short matrasbutnow they are, and for they
by the melody to which they are sung and by that alone Any number of syllables,
long or short, can be crowded 1nto a hine, so long as the need of a musical ictus
15 satisfied * Hence no study of the Prakrit Pingal nor of the Chhandodipak,
will avail for reading these songs, thongh as Mr Beames so happily says, “they
trip ofl the tongue with « hit and grace which are irresistible

Like folk songs 1 other languages, these songs abound m vnmeaning burdens,
hke the Enghish * Sing heigh, sing ho, the linden tree, * and stmilar passages un-
connected with the story, common in Percy’s Reliques

My own knowledge of modern vernacular folk songs1s confined to Eastern

Hindiistin and the Bengal Presidency and wath regard to this tract ¥ can assest
that several songs of the class are popular 1n every district between Banaras and
the Brahm3putra These songs are at the present day called *Barah Masas' or
(songs of) ‘the tnelie months Thew form s always the same Some woman
laments the absence of her beloved or of her son Each vesse 1s devoted in order

3 A paralicl example i English 0ccurs 1 an extreme case tn the famous couplet of Tom
D Usey
Oh_wasn t he a rascal
who refused 10 allow the cfuldren of fsrac? (9 go mte
the wilderress with ther wives and famulies to
~ cat the Paschal.”
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Agahan M2n Lk Seja Suno Main Akeh Takan

Ja Ke Pui Pardisa Chhde Rahon Sakhu Kefn B dnts Sen 6
Pusa Men EX Pali Pars Gaye Biraha Ai Satdnakin

Jab Jad Chhufata, He Sakin, Tab Kant Anga Lagawaliin 7
Magh Man EX Ama Maure Main Maradn Boirdt Ke

Sham Bind Ek Beli Phille Kawan Sepyid Jar Ke 8
Phigun Men E& Rang Banatu Har Aur Rang Bandi Ke

Sham Bind Ek Mawn Na Udin Jaise Udat Rang Abir Ke 9
Chaita Chandan Sarada Sital Agim Stral

Le Chalt Dal Sed Ho Ke Dhundhizn J&1 Ke 10
Baisakh Men Mohin Gham Lagat Main Marén Akuld Ke

Jab Ghim Lagat, He Sekln, Tab Hal Main Kekt Seu Kahén 1
Jeth th Jeth Mds Ay e, Pural Birah Mds

Ke Ef Barah Mlnsa Gawal RGjd Ramchandra 12

The month of Asirh has commenced The clouds have acranged therr
thickarmy My beloved has left me deserted, and 1s sojourming somewhere
Pleasing 15 the month of Sawan, O fnend, my beloved loves the month,
What deserted damsel has enchanted lam? My husband cometh not
home

In Bhado a bed is being made with care,! but the sparrow-hawk and the
peacock? cry, and it stings me exceedingly

Kuwir has come, but not my beloved, let me take poison and dic Weeping
Iet me my head with the water (of my tears) and disarrange the parting
of my hair®

In K3tk 1 am writing a letter causing tears of blood to flow (for 1nk)

Go, O crow, to the country where my beloved s, and tell hum the tale of
my woes

1In Ag'han there 1s an empty bed, and alone I waiteth My beloved 1s gone
and sojourns in & far country, how, O friend, can Lendure”

Tn Pus 2 snow storm has fallen, separation has come and tortures me,
nor will the cold feave me, O fend, il my fove clasps me in fus arms.

In Migh the mango blossoms, let me go mad and die Without ‘Shim"
the yasymne flowesss who can (at such a season) seel. her couch

»
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$ Literallv, 15 being made ard having mads it

* The cry of these birds supposed ta be an ircentive 0 love

* The parting of a marned woman s hair 15 coloured with vermuton, which 1 washed out
when she becomes a widaw

* A crow s call s said to be Thawe Thaln which means ‘place’ He 3s a great travel'er Hence,
by tradition a crow 13 always supposed to knew the whereabouts of a beloved.

* The odour of these two Mlowers 18 supposed 1o mate fove
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In Phigun! colour 15 carefully made ready, but without ‘Sham’ I fly not
abaut, ke the balls of red Abir
In Chait instead of cool sandal powder 1 applied, cool fire (1 e, ashes)
to my head, and went to seek my husband 2
In Baisikh heat oppresses me, I die overpowered by it O friend, when
Iam oppressed by the heat, to whom shail I tell my conditron?

Jeth, the month of Jeth has come, and the twelve months {of my love’s
Journey) are fulfilled King Ramchandra sang this song of the twelve
months to Sur?

The next song deals only with the four months of the rainy season, and 13
hence called a Chatur Masa In other respects st does not demand special notice

CHATUR MASA

Jely Dun Chhddi Gaile Bent Méadho
Teln Din Agi Lag: Tan Men

Chadale Asah Gagan Ghan Garaje

Buyuls Chamkele Tehs Ghan Men

Clnhuks Chihuky Chakirit Ho Ke

Clutabdn Baist Re Soch Kardn Man Men

Séwan Sham Kinha Chhal Ham Sen
Pirits Kirtha Jake Kubaro Szn
Banalin Mén Chakinit Mora Bolele
Dadur Sabad Sundwatu Hal

(Aré) Nand Lal Parin Kaise Rakhin
Dirik Joban Mord Eht Tan Ke

Bhado Agam Pantha Nékin Suihe
Dadur Bole Angan Méen

(Are) Kola Ho Ke Bane Bana Phirdn
Tal Sukhal Brndiban Ke

3

1 Tn this month occurs the feast of the Hol—the spring festival of love Tt 1s then customary
10 throw ted powder (abur) on passers by m the street
* The meaniag of this verse 1s doubtful My mformant, who recited the song did not know
s meeang  Songs ke the present orie, wilich Jre 10 a fanguage 1Oreign o Auftar, are offen fearnt
by rote, and enly half understood The translaton given 1s only 2 guess  Sed T do not know the
meaning of noc is the word known to B har It may be @ corruption of Selo ‘a necklace worn by
‘mendicants’, and in this case Dal Serl would mean ‘having put on such necklace’
4 1t 15 customary far a poct 10 1nsert his own name, and that of tus patron in the last line 1
any of hi warks  The last hine 13 hence called the *bhanita, because it tells (root bhan) the name
of the author The poct here polrtely attnbutes his imscription to the king
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Kuar Kusal Nahi Pawon Shim Ke

Pt Nakiin Ailt Madhuban Sen

Stur Sham Mohi Ani Mg Do

Nakin To Pardn Tajén Chhan Men 4

A SONG OF FOUR MONTHS

Refran What day Bem Madho deserted me, on that fire seized my body

Asarh has commenced , the clouds of the sky are thundering and the
hghtming flashes theresn I start 1n fright, Jook round and sit and think
within my mnd

In Sawan Shant tras decewved me, and made love svith Kubja The fright-
ened peacock cries 1n the forest, and frog makes 1ts sound heard O Nand
Lal, how can I keep my Ife? Shame on my hife to remain withun this
body

Phide! has come, NOT tan We see the paths, 88 the frogs toak w Ake
courtyard, let me become 2 cuchoo and roam from forest to forest, the
marshes of Brindidban are dned up

In Kuiir I receive no news of Shim, no letter has come from Madhuban
Sur (sings) “Let Shim meet me, otherwise let me leave my Ife nan wstant ™
‘This concludes the songs of the year

(Y

w
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Next follow  Sohars or cangratufatory songs sutig by Dommn wonen on
the birth of a cinfd Domuns are the peopte who atc employed to sing at any
festive occaston, especially birth festivals and marnages They usually have a
Tatge collection of songs of various kinds, some betng of considerable pretenstons

Rém Janom Suni Ai Dommnya

Mangan Lige Badhayid Re 1
Hua Mange Jandiur Minge
Méngele Sal Dosili Re 2
RAyE Dasarath Ke Pagiyd VMange
Mangele Kamar Katarga Re 3
1 Hearing of Rim's burth, the Domt's wafe comss, and begwns to ask for

rewards
2 She asks for diamonds, precious stones, and shawls single and double
3 She asks for King Dusarath’s turban, and for the dagger at hus warst
Next follaws a specimen of the songs sung at marnages, the present ss an example
of a elass of songs celebrating the marnage of Sib They are very common in
thus style
T A very dark and gloomy month
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GIT BIBAH MAHADEW Jt KE

Juba Re Mahddeba Biahana Chalale
Sakh: Sabha Mangalas G& Re
Bhita Pisacha Bariyatiana Chalale
Sarapa Lihale Latk@ Re
Kehu Kukurana Kehu Siariana
Apu Baila Asawara Re
Chounds Ke Mala Siba Galawa Laganale
Bikludhara Lelen Jhoridire
Jaba Re Mahadeba Goendan Adle
Ladikd Dekhale Bartyata Re
Bhagi Bhigi Ladikana Ghara Men Lukaile
Ab Na Dekhaba Bariyata Re
Bajan Bajeld Dhumikd Pakhawa
Huraha Kal Dhudhukar Re
Jab Re Mahadeba Duaraliin Lagale
Sakhi Sabha Mangala Gat Re
Parichhana Chalilt Sasit Maddgim
Sarapa Chhandelzn Phuphuhar Re
Musard Ke Phénkali Lodhawa Pewarall
Pdchhan Ke Chalalt Pard: Re
Gourd Le Ke Udab, Gourd Le Ke Bidab
Goard Le Ke Kiilaba Patdla Re
Alsan Bowraha Bara (Ke) Gourd Nahin Debon
Balu Gowrd Ralithen Kiindr Re
Kalasd Ke Ote Bolal Gourg Der
Stb Ji S2n Araja Hanldra Re
Gangnd Nahai Stba Bhabhut: Utdr?
Nahiir Loga Patydsu Re
Mat! Ama Budahu Matl Ama Udahii
Mati Ama Khilahu Patl Re
Hamard Karamaw&@ Men Likhala Tapasna
Se Kaise Metal Ja Re
Gangnd Nahaile Stha Bhabhuti Utarale
Atho Anga Chandan Chadhar Re
Kahawan Gaili Mora Sasi Madagmi
Aba Ripa Dekhasu Hamir Re
Atma Suny Ke Sasii Markhailt
Mane Mane Karata Bichara Re
Bhag: Parbala Gourd Ke Bhali
Puruhh Milele Mahideba Re
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Karaha Chouka Chananawa Chadhatba

Aba ifama Raraba Brydha Re 11
Bhale Brydha Mahideba Phirele

Saiga Chalelt Jagata Matu Re
Guna Anguna Goyrii Sabha Jinell

Aur Nakin Janele Rehu Re 12

MARRIAGE SONG
The marrage of Sib

-

When Mahadeb went to hus marmage, the bridesmads all sang the
(marnage) blessing Ghosts and goblins formed fus marmage party, and
he had serpents hanging about us body

Some rode on dogs and some on jackals, and he humself on a bull Sib
had a garland of skulls, which he wore round his neck, while he filled hrs
wallet with poisonous snakes

When Mahideb came to the wilfage site, the boys saw the procession
They ran away and hud in their houses saying they would not see a proces-
ston again

Instruments are being played — the bassoon, and the timbrel, while
the hour glass drum made a great nowise  When Mahadeb arrived at the
gate, all the bridesmards sang the marniage blessing

Madagini, the bride s mother, came out to welcome lum when serpents
emtted a luss She threw away her wooden pestle and flung away her
stont one! and ran away back (sato the house)

“Iwill run away with Gaura 1 will drown myself with Gaurd with Gaura
wil{ I enter the fower world but to such a madman of a bndegroom will
I not give her  Better for her would it be if she remained a virgin *

Gaura speaks from behind the jar i (the cupola) “This 15 my prayer to
Sibyr O S1b bathe in the Ganges, wash off those ashes and then come
back to my father's house

“Mother, do not drown yourself, nor run away with me, nor enter the
fower world An ascetic has been wntten 1n my book of fate, how can it
be wiped out?’

Sib bathed 1n the Ganges, rubbed off the ashes and applied sandal to
tus esght imbs  “Where 15 my mother 1 law Madagint? Let ber now see
my appearance *

10 Heaning this much the mother 1n law rejorced, and thought in her mind,
* Gaura’s good fortune has been strong 1n that she 1s getting Mabadeb
for a husband ™

~

w
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A These are moved round the brdegroom s hicad st the ime of parichhan
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11 “Now I will prepare the maeriage platform, and anomt myself with sandal,
and perform the marriage ™

12 The marrtage took place, Mahadeb returns, and with him goes the mother
of the universe Gaurd knows all us good and bad qualities, and no one
€lse knows them

Next follows a selection of jhiimars or purwss, a kind of miscellaneous song

sung by women
Sainyd Atba Tun Kawan Mahmawd Men

Apane Ta J& Ppa Nokar: Ufhanale

Hamard Ke Chhadale Mahaliya Men 1
Dut Chart Dina Sainya Chhutt Le Ade
Hota Blnnsarwa Bida Bhaile 2

Refrmn My lord, 1n what month will thou return?
1 My beloved has gone away, and entered into service, me (alone) 1 the
‘house
2 He took two or four days’ leave and came, and went away at dawn
ILadiya Marale

Jhikadiya Marala Re

Ghadilawa Phutala E Ho Hamdre 1
Ghadilawa Phutale Re

Chunariy@ Biingal E Ho Hamdre 2
Chunariya Bhinjale Re

Angiyand Bhimala E Ho Hamdre 3
Angiyawd Blhinjal Re

Jobanawa Bliinjal E Ho Hamdre 4

Jobanawd Blirjale Re
Balamud Risala E Ho Hamare
My water-jar was steuch with pebbles and potsherds and broke, alas !
‘The water jar broke, and my dyed tloak was wet, alas !
My dyed cloak was wet, and my bedice became wet, alas !
My bodice became wet, and my bosom became wet, alas !
My bosom became wet, and my love became angry, alas |

[PRF NN

Next Follow  Jaf'sars or songs of the mill Jat 1s 2 wheat-mill, and a jat'sar 15
Iiterally “a mull house ™ Jt 15 a class of songs sung by women when grinding wheat.
These songs are always of a pathetic nature, and are sung to 2 charactenstic
melody .
Gahid: Agam: Bahe Rama Paniyd
Piyd Chalale Moranga Desand Bihareld Ram Chhatry@
Jalx Ham Janitin E Lobkiyd Jaiba Re Bidesand
Piya Ke Paetawd E Lobhiya Achard Chhipaiton 1



SOME BIHART FOLA SONGS 15

Daha Rowe Chahawa Chahayd

Bichhohawd@ Kaile Ram Balami 2
Mtinha Tora Hye E Loblnyd Surwa Ke Jotiya
Ankht Tora Hue E Lobliy@ Amawd Ke Pharyya 3

Nk Tora Fiwe E Lobhyyd Sugawd Ke Thorand
Bhahtin Tora Hwe E Lobhiya Chadhala Kamaniyd 4
Otha Tora Hwe E Lobhiyd Katarala Panand

Ore Tora Hwe E Labhiyd Rady Kad: Moclhya 5
Banhi Téra Hwe E Lobly & Sobaran Séntawa
Peta Tore Hwe E Lobhiyd Puraini Patawd 6

Puhi Tora fine E Lobhiyd@ Dhobiyd Ke Patawii
Gola Tora Hywe E Lobhiyd Kerand Ke Thumhawd 7

Reframn The river 1s deep, and the water flows bottomless My beloved has gone
to the Morang and my bosom 1s being cleft asunder

1f [ had known, O covetous onte, that you would go to a country, I would
have fud your paei* under my cloth

The Chakaw3® and his mate are weeping on the lake, and Ah Ram, my
beloved has deserted me

O covetous one,? thy face is like the rays of the sun, and thine eyes are
large as a split mango

Thy nose 1s like a parrot s beak and thine eyebrows like a strung bow
Thy Lips are red as clipped betel, and thy moustache 1s stiff

Thine arms are like golden maces, and thy stowach hike a lotus leaf

Thy back 1s flat as a washerman’s plank, and thy legs like a plantam stem ¢

[

w

N

% A pael 1s 3 dress or cloak, worn by a man which whea he 5 going On a Journey s sent out

on the way before him at an auspicious ume
* Anas Casarca This burd ts tradisonally saud to spend its mghts lameating sts enforced

seperation from sts mate
> This refran in the onigmeal i repeated i afl the folfowing verses  but will be omstted

1n the transtation
+ These sumifes, s hich seem absurd cnough 1n a (ransfauon are perfectly naturst fo & Thinda

rmmnd.



BHOJPURI FOLKLORE AND FOLK MUSIC
Dr TritocHaN Panot

Folllore 15 the traditional hemtage of those people who have an unsophisticated
way of ife 1n a partictilar society and who usually give a free expression to thewr
sentiments through their songs myths lesends tales proverbs and nddles Out
of these various folllore materials folksongs are more wnportant i social studies
as they give us a ground to prepare theis soco-culturat hustory 1t 1s through folk-
songs and folk music that we come to hnow the inner hife the culture the sociat
and enstronmentat set up of a community whether Iving 1n far off yungles or
fighty industrabised towns  Foll music hnppens 1o be the spontaneous outburst
of their feelings and, therefore a1t has to be studied seientifically to have o correct
and wider approach towards their inner moods

All tems of folklore bear the rcgwn s stamp and, therefore, the folk music
15 always infl d by the h and natural of
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a gwen regwon Bhojpun folllore and foll musie too possess this regronal, geo
graptical and enwironmental stamp This region comprises at present of an
extensive area covering mostly the eastern parts of U P and some districts of the
Bihar State yn northern India It slopes down from the foot of the Himalayan
Tanges night upto the Sargwa district of Madhya Pr:dcsh Bcnams Ghazipur,
Ballia, Mirzapur, Jaunpur, Gorak Deonia, A d Camparae
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and Ranchu ase some of the man districts where Bhojpun speaking people reside
and their number 1s nearly two crores and seventy lacs now.

Bhoypun folklore s farrly nch from the viewpomnt of folk music with which
we are mainly concerned at present and this music 1s to be studied mestly in folk-
sorgs and long narrative themes which are sung 1n vanious styles from village
to village These songs and ballads not only possess a rich variety of music but
nlso depict the daily bfe of the common man Al his bardships, struggles for
exstence, Joys and sorrows, tituals and manners are well represented by these
themes A careful study of these folklore 1tems 15 sure to reveal some important
links of history not yet known to the scholars who mostly depend on the wntten
and documented proofs for their basic information

Further, these songs and ballads not only reflect the cultural and cconomic
conditions of the people but are most useful for a study of the social and religious
condition of the socicty as 2 whole The ceremonial folksongs 1a particular depict
thus aspeet of the social fe wherem the complete cycle of man's bfe from birth
to death 15 described vividly Some of these folksongs also have a philosophical
outlook towards life but to go into the details of this aspect of the Bhojpun folk-
songs will be a digression from our mawm pormnt at this place

Folk music 15 an essential part of Bhojpun folklore which 1s to be analysed
through two mawmn channels vz, through folksongs and through folk ballads, i
the present context Folksongs can be further divided as ceremonial, scasonal,
ntualistic and action songs as far as their subject matter 1s concerned and many
of them are based on various styles of singing 1z the ‘Jhumar, the *Niegun',
the ‘Purb:® and 50 on It 1s through them that the aulhor or singer expresses his
10¥s and sorrows and moods of love or separation  Hence these songs and ballads
play a sigmficant role in the study of folk music We find that the music of these
songs 13 not lled by the elab of classical music and long
stretched “Swaras® and ‘Layas’ do not obstruct or lessen sts effect Its analysis,
therefore, may lead us not only to the roots of classical music but may also help
us to understand the basic traits of human character

Folk music 1s a permanent source of happiness and entertainment even in the
day to day life of the people 1n modern imes  Folk music or songs should not be
taken as a mere expression of the illiterate or culturally backward masses
1t 1s to be studied as a prumary source of delight and encouragement of the people
at large
Bhojpur: folksongs are mostly sung in chorus though there are instances of
solo songs also The chorus presents the true picture of the folk music Songs
are usually accompamed by folk nstruments of many types Folk music 1s alse
interlinked with the folk dances and these folk dances are represented through the
dance dramas of Bhojpuri, called by various names like the “Videsta® etc in thts
region Histoncally speaking, folk music 1s to be traced to the folk ballads of
the Bhojpur dialect and not so much to the folk songs as these songs are compara-

-2
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tunely of later ongin Hence to begin with, the folk music starts with the folk
ballads There 1s also 1 difference between these two forms of folklore as far as
the method of presenting fofk music 1s concerned The ballads are sung mostly
1n comparatively lower tunes and slower rhythms than the folksongs which have
Touder tunes and faster rhythms  But ali this depend upon the nature of the parti-
cular ballad or the folksong

Bhoypurs folk batlads have many pecuhanties both from the cultural and
the musical points of stew They arc closely refated with dance and folk opera
as has been mentioned earher Without the element of music many of these
ballads appear at umes even prosac and tiresome to histen to The ‘Alha’ the

d, the * h and the ‘K are some of the famous

Bho]pun folk ballads that possess certatn musical pecubanities The ‘Atha ballad,
for example, based on the heroic events of the Bundela regton, 1s mostly sung during
the rany season Accompanied by a drum it begmns with a slow rhythm and
while the audience gets excited by the vivid narration of the text, its rhythm also
grows faster and faster and the fingers of the player actually seem to dance over
his drum The excitement of the text depends on the tempo of the music All
types of folk sinpers are not able to sing this ballad because its singing requires.
extra strength of yvocal chords and a pood control over one’s respiratory system
The theme presents a sapa of bravery and accordtngly the tune of the ballad evokes
the seatiment of bravery 1n the heart of the audience

‘The baltads of *Gomchand’ and *Bharathari® are mostly sung by the Kanphata
Jogis who are the followers of Gorakhnath—the famous religious leader of the
Middle Ages These are accompanied by the instrument ‘Sarang’’ whichs parti-
cularly suited to give out melodious and sweet touches to the music The basic
theme of such ballads deals with the renunciation of the matenal world and with
the peace of mind gained as a result of observing penance 2nd asceticism

The refraim 15 an important feature of all these folk ballads, and not enly
words but the same hines are repeated from time to time at certain intervals The
psychological reason for this repetition has been well remarked by Stdgwick—a
noted authority on ballads, when he says that the singer’s moniotony 15 relieved by
the audience joinmg 1n with a repeated phrase The ballad does not present com-
plicated verse forms and 1t 15 not highly advanced in techniques of singing Prof
Gummere calls these sertences—'incremental repetition,’ meamng thereby such
forms that conclude the preceding 1dea and advance further the main theme of the
ballad at the same ume  Refrawns used ta Bhojpuri ballads are mainly of two types—
w2, meamngful and meamngless “Balayan layfin biran, “Mohan na ale

2" “Afit ran ban mén * et are the reframs of the first type which convey certain

meaning and the words hke “Aho Rami” “Rend , “Ho ni" etc are the exam-

ples of the second type which though meamngless, are very helpful in singing these
ballads
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Folksongs cover a wider range of variety in music than these ballads in the
Bhojpuri region, aad the main reason for this fact lies 1 the vaniety of their expres-
sion The songs convey the emotions of the singers i general and their tunes
and rhythms change according to these emotions Some “Ragas™ and “Talas™
of the classieal music may also be traced 1n these folksongs but their presence
does not mean that folk music 1s sumply a by product of classteal music On
the contrary, schofars are now of the opimeon that cfassical music 1s stself indebted
ta the folk mustc for its various elements  Whatever may be the case, these Bhojpurt
folksongs present a common ground where folk music and classical music come
very close to each other The adaption and the modification of many folk tunes
by the musicians hke Bade Gulam Al: Khan and Kumar Gandharva in modern
times 1s an example of how both of these forms of music have been influencing
each other from time to tme

The ‘Kajn,” the ‘Chaits,” the ‘Birha,’ the *Kaharva,” the *Nirguna,” the
‘Jhumac® and the ‘Bidesia’ are some of the imp folk widely prevalent in
this region that have features of classical music to a considerable extent The
mfluence of tnbal music can also be noticed on these songs All Bhojpun songs
can be divided 1nto three mam categories from this pont of view

Songs of the first category compnise of those songs which have ether the
Paurdne and refligous themes as their subject matter or which possess a devotional
background The songs of this category naturally show great affimty with the
classical musse beeause they have been greatly influenced by the ‘Bhakty® movement
of the Middle Ages whuch has left 1ts impact on the whole of northern India The
Bhaktt movement related to the Krishna worship manly influenced all aspects
of social Life at that tme Among the songs of this type we may mention
here the *Nirguna,’ the ‘Purbt,” the *Parit and ‘Devi’ songs and the musical
contents of all such songs resemble the notes of the Ragas like *Pilu,” ‘Durga,”
‘Kafi,’ ‘Bharavt’ etc Sometimes the “Tans' and ‘Aldps’ also seem to have been
adopted 1n the traditional style of music

Under the second category of songs we may mention the type that 1s more or
less of independent nature i e, which s not connected with the tradtions of the
past but 15 the actual outcome of modemn society The *Kayn,’ the ‘Birha,’ the
*Cha’ and the *Bidesia® songs may be included under this category The music
of such songs may be described as “country-side music,” it1s generally popular
among common masses The “Kafl,* the ‘Chma,” the Kayn" songs siow taes af
the *Kimoda® and the ‘Jhunshoti’ ragas that have been spontaneously used by
the folk-singers

The thied category of Bhojpur: folksongs may be said to be more sachned
towards the music of various tnbes scattered all over this regron  Trbal music
has some of its own peculiarities The ascent and the descent of the ‘swaras” n
such folksongs may appear at tumes niciculous to the people who are accustomed
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to listen to the so called ‘cultivated music’ but the experts 1n thus field would be
able to trace more than usual varations of twelve notes 1 many of such songs
For example, out of the twelve notes employed 1n the classical music we find about
une of them bemng used m the ceremonal and nitvahstic songs of this region
Seven of these notes are pure notes and two are *Komal Gandhara’ and “Komal
Nisida® Stch songs employ the notes of ‘Kafi’ and *Khammay’ thats Other Bhoy-
purt songs, e g , the ‘Kaharva, and the songs of washermen mamly employ the
notes of the “Bilawal thdt te, seven pure notes The Ragas belonging to these
three théts iz , *Kafi,’ ‘Khamma) and ‘Bilawal’ are comparatively easy to grasp,
hence the tribal simger adapts them easily 1n order to ntensify his different moods
of expression

This brief survey of Bhojpurt folk music 1ndicates some potnts to be noted
For mstance, the harmonsation of notes the syncopation of ‘Swaras,’ the change
of the Rapas n the same song etc are undoubtedly some mnovations 1n this field
of stady The ‘Purby,” the ‘Chaiti and the ‘Thumr' are the songs where we find
all such elements of classical as well as folk music blended together

‘We may consider at thus place some other aspects of folk music, vz, manners
and methods of singing etc of some popular folksongs current 1n this region
These are the ‘Hol,” the ‘Chastt,’ the *Kaharva,' the “Jhumar,” the ‘Nirguna’ and
the ceremomal songs Songs sung at the time of the “Holr’ festival are known as
the “Holt® songs or the ‘Phagua’ in general, as these are sung in the month
of *Phalgun® according to the Hindu calendar The ‘Phagua’ singers assemble at
the house of the willage beadman and sit 1n two rows, having a dholak and
Jhangh nstruments 1n hands The leaders of each row begm the first lne of the
song repeated by the second row and then all the singers of the first row begin
to sig 1t coflectively The chorus starts, and at the tune of chimax of the song, the
mustc also reaches its height Being inspired emotionally the singers even stand
up on their knees and the singing scene becomes Lively and attractive

‘The ‘Chaitz* song 1S sung in the month of *Chaitra’ , hence this pame It 1s
of two varieties—the ‘Jhatkutia® variety 1s sung tn chorus m which the Jhal insteu-
ment 15 used The sumple variety of the ‘Chaits’ song is a solo The siaging of
thus song has some peculiarities Each lue of tlus song begins with the word
‘Aho Rima’ or the word *Rama’ only and eads witk the word ‘Ho Rima* The
name of a singer ‘Bulaki Das’ 15 associated with many Bhojpur *Chaitr’ songs but
the authorship of all these songs 15 never certain The ‘Kaharva® are the songs
sung by the *Kahar’ people who often dance at the time of marmage parhies They
carry the bride to her new home ona palanquin and sing songs of love and
happiness .

The *Jhumar” songs are sung not at any particular oceaston but usually they
follow the ceremonial songs at the time of the sacred thread ceremony or the marrt
ageceremony etc  These are sung by the women folk. The women form themselves
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into groups and they swing their bodies night and left while singing This song 1s
usually not long , si< or seven lines are enough to complete a *Jhumar * The ‘Purbt’
songs are noted for thewr sweet tunes and fast rhythms , hence they have a great
appeal for the common masses

The *Nirguna’ songs are full of devotion exther to any local god or to any local
goddess Some ‘Nirguna’ songs have been associated with the great Hindi poet
Kablr but in fact these are the usual compositions of village singers The repeti-
tion of some particular linesis also found in this song

The ceremomial songs alse form an important part of Bhojpor folklore and
1 number as well as 1n vaniety may be equal to all other types of songs taken
together Unlike other types of folk the 1 songs are d
women and are sung by women only These are closcly connected with ail major
events of Life from birth to death In between several rites and customs, swtable
to the occasion, these songs are sung by professional women or by the women
of the household Main ceremontes 1n 4 man’s Ife arc observed at the time of
child birth, head shaving {f e , *“Mundan’), putting on the sacred thread, marnage
and death and all these ceremomal folksongs follow the rites and customs observed
on these occasions We do not have any distinct names of these songs exeept
‘Sohar® which 1s sung at the time of 2 child’s birth

‘The ‘Sohar” 15 one of the most popular folksongs and its origin can be traced
back at feast upto the Middle Ages Poet Tulsi Das had written many ‘Sohars’
though in & modified form, connected with the birth eeremony of Rama—the
Great Lord It does not belong to the category of metrical songs, neither doesit
follow the rules of prosody Having a sct fune, all *Soliars' are sung 1n accordance
to that tune, no matter sf words and syllables fall short at a time The word
“Sohar’ 15 denved from the Bhogpurs word ‘Sofula® meanuing thereby the desire of
a marnied woman to have a son

Songs of marnage are of varying nature  They display a vanety of sentiments
They are most touching and become pathetic at the time of the girl's departure
from her parcntal house She 1s often compared to a bird fiying into the open sky
with an uncertam destinatson  From the point of music, 1t 15 the peculanty of the
tune that is to be poted 1n all such types of ceremomal songs and not the element
of the *Tala’ or rhythm because the *Tia" or rhythm occupy teast significance in
these songs

The elements of ‘Laya’ and ‘Tala’ play a sigmificant role 1n many Bhojpun
fotksongs Folk mustc is almaost Iifeless without the “Laya”and “Tila” The “Laya”
and “Talx’ of a folksong ¢ e, 1ts thythm as such arc so much interwoven with the
fabric of the music that the folksinger unaware of (he metrical system of the *Tila®
often presents the song correctly by the knowledge of 1ts rhythm which he acquires
by constant listening to and singing the actual song Rhythm or “Tila* therefore,
1s an smportant factor while analysing these Bhoypun folk music manly which
ar¢ mot ceremonsal 1o character.
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Vanous *Tilas of classical music have been successfully 1dopted by the fotk
mustcians in the Bhojpur region We find that it 1s comparatinely casier 10 recog
fuse a “Tula 10 a Bhojpur song than to trace the clements of 3 pacticular Riga
1 that song The ‘Aaharva the “Jor* the *Dadra the *Ahemta  the Dipehand
cte arc some of the popufar “Tafas used 1n these songs Out of these the *haharva
seems to be the most common *Tala being used tm about eighty percent of Bhojpun
folksongs This Tala’ 1s composed of four mdtrds The intncacy and beauty of
this rhythmic patiern can only be understood when we listen to the Kayn and
“Ahumar folk by 1he Dholak and Mapra

The ‘Sorathi  the ‘Micha the Soham  the Purtn the “rguna etc are
some of the ather popular Bhojpun songs sungnthe Rahana tila The tevure of
‘hahinva changes according to the speed and expression of the song. Sometimes
wissungnthe Drute 13)3 and sometimes 1o the ¥ dambir 12y

The ‘Dipchand: 1s another poputar *tia” 1n which the thythm of thefolksong
1s unconcciously adjusted to the naturat and normal flow of our respuratory system
‘The rhythm changes according to the tonal change and the singer1s not tired of it
The ‘Dipchands 1313 15 composed of seven mdinds The popular Bhojpurt song
*Bidesia’ 15 sung in this particular tila

Sometimes a song 1s sung 1n two different 1hlas that reflect artistic devices on
the part of the singer, although he may not be conscious of them For instance
we may take here the Jhumar” song which 13 sung both 1n the *Dadrs” and the
*Kahara' talas The abgve mentioned ‘Bidesia® 15 also sung both i the
*Dipchandi and the “Jat’ tilas The “Jat’ 15 a popular tila of fourteen mdrrds
“The *Sohar,” the ‘Gauna,’ the ‘Phagua’ and the *Hol® are some of the main songs
sungin this tala

Thus we find that the *Tala" or the rhythm as such plays an important role
1n the composivion of folksongs 1f one goes out to analyse the impact of classical
must¢ on the folksongs the knowledge of the *Tala", therefore will be of greater
help to him  As far as the element of the *Riga’ i concerned it s of less
significance in the study or analysis of these Bhojpurs songs This becomes evident
when wefind that the *Rigas’ of only fous ‘rhats viz , the*Bulinal’, the ‘Ahammd;,?
the *A4fi* and the *Bhairasa have been used inalmost all the Bhojpun folksongs

The ¢lement of metre 15 also a noteworthy feature of Bhojpurt folksongs
Some of the common metres employed are ‘Sohar,” *Jhumar,” ‘Chaite * *Phagua,”
*Purby,’ *Nirguna, *Baram3sa,’ *Jogia® and so on—called after the songs of the
same name 1t 1s clear that most of them are based and named after the particular
folksongs of Lhis regton as have been already discussed eacher  What we find here
15 the fact that the songs do not always follow the rules and regulations of prosody
as observed m classical Iuerature This s beeause the metee of thece folksongs
depends upon the rhythm and not upon the number of words or mitris



BHOJPUR! FOLKLORE AND FOLKMUSIC 23

For example, the ‘Buha® metre vsually comprises of four hnes Out of these
four lines the first and the third lines have sixteen syllables each whereas the
second and the fourth lines have ten syllables each  But tins system of the metre
composition depends on the manner of singing and, therefore, the singer 1s free to
make any change 1n the number of ines and in the syllables used in them  Syllables
1n these lines may, then be either sixteen and ten respectively or may not be sixteen
and ten at the same time  Sumilar is the case sith the ‘Nirguna,” the ‘Jhumar®
and other metres mentioned above

The met of these folksong; fore present some new fields
of research from the viewpamt of folk music The deciding factor of the metre
13 the rhythm and the tune of the song , hence the folk singer never bothers about
the actual number of syllables and words n his compositon

Folk instruments arc closely connected with the folk musio everywhere and
stilar 1s the case with Bhojpun folk music Without the accompaniment of these
instruments folk music becomes dull and at times even Ifeless It s also a note-
worthy feature that many of these folk instruments are hardly used n classical
muste Some of these instruments are—the ‘Dholak,’ the ‘Mayjira,’ the ‘Jhin*
the ‘Khartal,’ the “Huduka’, the ‘Dafa’ the ‘Pipthan’ and so on The ‘Flute’ 15
also used sometimes

Out of all these folk instruments the ‘Dholak’ 1s the most popular 1n this
region Skidled folk stngers can also produce vanous “talas’ of classical music
on the “Dholak’ and at imes they may even surpass the professional tabla players
m this respeet The ‘Sarang:’ was aiso a folk instrument used widely by the singers
mn earlier times but later on 1t was adopted by the cfassical musicrans However,
1t 15 still 10 vogue among the countryside singers like *Jogis® and “Fakurs” who often
sing devational songs and the ballads of ‘Gopichand and ‘Bharathan’ on 1t

It 15 now clear that the folk muste of s region has close affinity with elassical

music but 1t 15 still very difficult to prepare notation of these various songs The
ascent and descent of tones and the lengthemng and shortening of words, etc,
are quite dafferent from that of classical music Nonetheless, some attempt has
been made in this direction by agencies hike the All India Radio and by some
research workers in this branch of folklore study An efaborate plan and sustained
cffort to collect all the Bhojpun folksangs are necessary before only somethng
definite can be dome to prepare thew notattons This would help further, 1n
analysing and grouping these songs under certain tune types

Folk music ts fast disappearing from this regron mamly due to the increasing
impact of urban modes of lving on the rural hfe of willages The fast growing
industrial development and new means of entertasnment like the cinema ¢, are

also making considerable changes in the styles of folk singing This change of
atutude and life 1n general has made the task of recording and colfecting authenlic
and tnbal folk music urgent and immediate There 15 danger that the fountan
source of our past tradiions and cultural hentage may soon dry up We may
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pather reassurance however from the fact that folk music has certain rare aspects
which can never pass 1810 oblivion §t 1s the freshoess and vipour of this music
which will always 1aspire the folk poct and the folk composer Many renowned
pocts of hiterature a1so base thetr compositions on the patierns of folk music and
even folk tunes and fol\ metres are being employed 1n thear poetry Folk music
will therefore, play an importantrofe even in future Folk music has been 2n
smportant aspect of folMore eyerywhere and sn the Bhoypun region too it needs
careful handfing and detatled study of the folklore matenal

DHOLAK  Percussion instrument from one piece wood rounded and hollow-
ed covered with skin on both ends, bound with bamboo hoops to which are
attached thin cords and brass rings, mantpulated to make tonal adjustments
Appears to be of UP ongin but equally popular in Bihar and Madhya Pradesh
Used by women also to their songs A on a Mapra or
cymbal Produces infimite vanety of rhythmc patterns




FOLKLORE AND FOLK-MUSIC OF
UTTAR PRADESH

Dr K D Urapuyava

Folklore 1s a word with a short but turbulent history An Englishman named
William John Thoms comed the word “Folklore’ n 1846 to replace the cumber
some “Popular antiquities * then 1n vogue to designate the loving study of old
customs usages and superstitions A talented group of scholatly enthusiasts in
London formed the Folklore Society in 1878 and began publishing a yourmal
“Folklore * which endures to the present day

In due course of time, the word and the subject h:xd spread to the contment
and rapudly acquired a foll g The R adopted the term
“Folk lore™ while the Teutome countries preferred the German “Volkskunde *
wluch covers the traditional arts and crafts of the folk “Volkskunde” embraces
the total rural folk hie mcluding the physical objects produced by houschold
artisans Folklore usually suggests the oral traditions handed down across the
centuries through human mouths In its flexible uses, *folklore may refer to types
of barns, bread molds, or quilts , to orally inhented tales, songs, sayings and beliefs,
and also to willage festivals, househotd customs, and peasant nitwals ‘The common
element 1n all these matters 15 tradition ™

In Scandmavian countnes the modern tendengy n folklonstic studies has
shufted from oral fradition to folk Ife The Scandinavian folklonsts fay great
erphasis an the study of the differeat aspects of the life of the common man
S0 they are publishing a research journal “Folk v * (folk life) wiuch 15 the mouth
piece of their orgamsation In the United States folklore has customanly meant
the spoken and sung traditions but 1 Europe every aspect of man's Iife 1s the
subject of study for a devoted folklonst

Folklore includes the study of oral traditions--songs, tales, ballads, proverbs,
nddles etc —besides the perusal of socral customs, traditians rites rituals and
superstitions of the folk But here we are concerned only with the folk songs and
folk music of Uttar Pradesh which 15 one of the biggest states of India

A FOLK SONGS

The classification of folk songs presents a very difficult problem Indsan
scholars agree only to differ T think the best possible classification of these somgs
15 the following

1 Varous ceremonies

2 Various seasons

3 Dr R M Dorson—Amencan Folidore—pp 13
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w

Fasts and festivals

Castes and tribes and,

Various occupations such as sowwng weeding spinming and grnding
songs

[N

Hindu rehgious books have prescribed sixteen Sansharas, te, ceremomes
which are to be performed n the hife 2 *Dwija’ or twice born  But the most impor
tant of these ceremones are
The burth of a son
‘The cutting of the hair of a chuld for the first ime
‘The sacred thread ceremony
‘The marriage
The Gavana—the first going of the bride to her husband s house and,
Death

In Indsa, the birth of a son ts regarded as a very auspicious occasion We
find, 1 ancient Indian literature, many references of festivities observed at this
ume It s the earnest desice of a father that the hinks with his progeny should not
be discontinued

The folk songs which are suag at the time of the birth of 2 son are known as
“Sohar' which 1s a corrupt form of *Shovan’ — the beautiful These songs are
sung only when a son s born in the family They are never sung at the birth of
a daughter because she 15 regarded as an unwelcome guest 1n the family The
difficulty of the father 1n finding out a suitable husband for her, thelarge amount
of money which he has to §pend at the time of her marriage and the unfarr and
unjustified demands of the bridegroom and lus father, are some of the factors
which have contributed to this state of affairs Though 1n some of the states of
our country, 1t 1s no longer a difficult problem, yet the marnage of a daughter

1s 2 headache to her father That 1s why, when a girlis born no festivities are
celebrated

RV R NI

The songs of ‘Sohar® may be divided nto two parts
1 Songs i which the physical condrtion of the mother 15 described before
the child 1s born, and

2 those relating to yoys and happiness after his birth

In the first category may be menttoned the pleasures of married Lfe, the
vanous kinds of amorous sports, the labour pam the desire of the pregnant
waman, the calling of e wd it wd e e, e zad pale ey of W
expectant mother In the second class of Sokar songs we find the Joys and happs-
nessin the house The grandmother of the new born baby invites the Brihmans
and gives them coins and clothes as gifts In one of the folk songs it 1s mentioned
that the father of the baby 1s giving cows to the priests and tis wife 1s distnbut-
mg alms to the needy and 15 feeding the poor There is all round merriment
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in the house When the son 1 horn the women—specyally the old ones—of
village gather together m the evening and sing these songs with their sweet
voice
When the child 15 a little older the ceremony of cutting hus hatr for the first
time which 1s known as “Mundan’ 15 performed 1t 15 celebrat~d only 1n the first,
third, fifth or seventh year of the cluld, that 15 in odd years Generally people
perform it in the third or the fifth year which 1s convenient to them It 1s strictly
forbidden to cut the hatr of the child before this ceremony 15 perfarmed
Many women take vows before a god or goddess that if they be blessed
with a son, they will celebrate the Mundan ceremony of their son in the sacred
temple of that particular god So they fulfil their promise when the proper ocea-
sioncomes There 15 a celebrated temple of Vindhiya Vasme Devt 1 e, the goddess
residing 1n the Vindhya Mountans—a the district of Miszapur (Uttar Pradesh)
where people flock in tens of thousands to perform the Afundan ceremony of their
sons wath due religions ntes and nituals 1t1s a sight to see, 1n this temple, bundreds
of cluldren sitting in 2 hne and the rural barbers ready to shave their heads by
means of their blant razors This nite 1s accompanted with songs and music
Those who cannot go to this temple due to their slender financial resources,
perform this ceremony on the banks of 2 river or a pond When the womenfolk
of the village go to the niver for this purpose, they sing special hand of songs
which are known as “Mundan’ songs The vanous nites and rituals which are
done, are the subject maiter of these songs In one of them Lord Indra—the god
of rains—is requested not to shower ramns This«ceremony 15 very important
and 1t 15 observed by all men whether they are rich or poor
The sacred thread ceremony which 1s known as *Yagjopavit 15 one of the
most mmportant “Sanskaras of the Hindus Manu—the greatest Indian Law.
giver—has sard that a man 1s first born tn the lowest class butitis due to ceremomies
which arc performed that he 15 called a *Dwia’ 1¢, 2 member of a Brihman
Kshatnya or the Vaishya caste
In ancient India, the sacred thread ceremany was very mmportant for the
members of the ‘Duwya’ caste It 15 also called ‘Upanayan re, the ceremony by
which a student 1s brought near his preceptor or ‘Guri:  In the olden days as soon
as the ‘lagyopmir’ was performed the boy used to accompany hus teacher o
Tus forest school or the *Ashram’ where he used to fearn the secrets of the Vedic
Lote, tough rules of grammar and the nspining message of Indian philosophy
The subject matter of the songs which are sung at this ime are many and
varied In one of the songs certan ntes and ntuals are mentioned, A boy who
1s to be 1mtaated, requests his father to bring the sticks of *Palash’ wood and asks
tus mothier to give lim money, so that he may be able ta go to hasht or Kashmur
for hus studies
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B FOLK MUSIC

Music 1s the soul of folk songs In order to appreciate fully the sweetness of &
song one has to et oneself d with the rud of th of music
1t 15 weil mgh 1mpossiblc to enjoy the beauty of a song without the knowledge
of 1ts mussc There arc seven Swaras (notes on gamut) 1n Indian Classical music
fe, (1) Shadaja {2) Rishabha (3) Gandhira (4) Madhyama
(5) Panchama (6) Dhawata (7) Nishida

All the musical sounds are produced with the aid of one or several of the
nofes put together In folk music we find the combination of words™and notes®
blended together i a harmonious whole I leave it to the scholars and exponents
of Indian classical music, to search out whether classical music 15 founded on
Tolk-music or the latter 1s dependent on the former It ts my firm conviction that
folk-music has played a major part 1n the evolution of Indian classical music
We find some tunes which are commen to both folk music and classical music
too

In folk music though we do not find a and elab
of various Rigas and Raginis yet we can discern some fine tunes which are uscd
by classical musicians also The tunes which we most commonly come across
1 the folk songs are Keharaa, Khemata and Jat

The Jat Tal {thythm) 15 of fourtecn syllables (Mdrras) and Khemata 13 of only
six syllables In some of the folk songs only four Matras are used in Raharava
tune winle in other songs eight syliables also are used

In folk music we have only four *“Thées"s which are mvanably used In Piri
folk songs, which are mostly sung in the eastern districts of Uttar Pradesh, one
can find out the Vildal Thit For example we may quote the following ¢

Jeth Baisahhand Re Talaft Re Bhubhurya
Mo Mahendar Misir

Chalat Men Godnvd More Piray
Ho Mahendar Misir

Chaits 1s a scasonal folk song which 1s sung 1n the month of Chartra (March Apnl)
Tt 15 noted for us d mustc and d 1 Tt

solo song though oftcn sung as a chorus one But when it 1s sung by a party or
group of men 1t loses much of sts charm and freshness The rurat singers aro
divided nto 1wo groups each facing the other The member of the first group
sings the first hine of & Chaud song then the members of the second group sing
the sccond line n chorus Thus the song proceeds and reaches the chmax when

* Shabda
¢ Sear

* That—Mode

* Dr h D Upadhyaya—Studics in Bhojspun ok Literature p 376
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the members of both the group sing 1t at the top of their voice In Chaitd songs
the Khamdja That 1s generally used We may quote the following Chaud for
mstance here *

Mamk Hamaro Herat le Ho Rama
Jarmund Men

Kehu Natin Khojeld Hamaro Padarath Ho Rama
Jamund Men

Eht Re Janunard Re Chikart Marya

Chalat Panv Plusilayale Ho Rama
Jomung Men

The fast of ‘Sastt Mdta' 1s celebrated 1n the brght half (Shukla Paksha) of
the month of Karrh 1 e, September October every year As 1t 1s observed on
the sixth day of the month so 1t 1s termed as Mother the Sixth Really speaking,
1t1sa fast devoted to Lord Sun by young women who are without any 1ssue
They worship the Sun god early 1n the morning and offer lum oblations of mitk
and water with frmit and sweetmeats They sing with their sweet voice the
songs 1n which *Kaf That 15 mainly used Only one example will suffice ®

Ganga Ji Ke Tire Twre Boalon Main Ral
Rayd Ji Ke Minga Charie Charl Jat

I Chhathy Mata@ Karabt Sevakal
Katht Ke Re Dhenuhi Kathie Ke Re Tanit
Marele Kavan Bhatyd Dhenukd Chalat

E Chhathi Mdtd Karabi Sevakal
Mirala Mingd Pareld Muruchhél
Raimt Jutale Avele Kavan Def Ke Bhal

E Chhatht Matd Karabt Sevakal

We have already referred to Purvi songs which abound 1n Vildval Thdr The
That known as ‘Bharay' has been used i a very popular song in which a
young girl expresses the sorrow and pangs of her heart when she 1s married with
a man who 1s unworthy of her

‘While singing the folk songs the rules of hugh and low pitch (Laghu and Guru) |
are not very rigorously observed The singers change the long vowels nto short
ones and vice versa i order to suit their own convemence As there are no hard
and fast rules for the observation of hugh or low pitch, s, the folk-stngers adjust
their voice accordingly In order to give a musical tune to the song, the folk must-
clan sometimes, pronounces the short syllable as the long one So that there may

*Dr N D Upadhyaya—Studes in Bhojapun Folk Literature pp 376-77
* Dr Upadhyaya—Jbid
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hot occur a musical break-down 1n the song, 1t 1s considered necessary to make
certain changes

Birkd 15 the song of Ahirs—the cowherd community which 1s very important
n Uttar Pradesh The Ahus belong to a race of sturdy people who tend the cows
and take to agriculture They sing a song which 15 known as Birhd While singing
it, at the top of their voice, they always lengthen the penultimate vowel (Upantya
Swar) and shorten the last one  Fot example—

Pisang Ke Parthal Musariyd Tusartyd
Dudhasa Ke Parthol Bii - - - ~r

Apan Apan Joband Sénbharthe Re Butnyyd
Rahart Me Lagala Ba Hiindd - - - . p

Here we find that the last but one syllable (Mdtrd) "2 sn the second hne
and “dd’ in the fourth hne have been very much lengthened while the Jast ones
have been shortened Even if the last Matrd 1s a long one, 1t 1s shortened to swmt
the canventence of the sarger

1 wish to draw the attention of the readers to one most important factor of
fotk music which 1s known as “Stobha’ t ¢ , mnsertion  These insertions are of four
types

1 The syllable insertion (Mdtrd Srobha)

2 The letter msertion (Varna Stobha)

3 The word wsertion (Shabda Stobla)

4 The sentence 1nsertion (Vdkya Stobha)

The folk singers winle singing a certain soug tmsert some syliables (Matrds)
here aad there m order to swit their convenence b For example

Machtyd Baithal E Sdsu, Sunghu Bachaniyd
Raur Bétd Morang Chalale, Ravand Ram Avaguntya

Here the onginal word 1s ‘Kavan’ {who) But in order to make st more convement
for singing, the musician has added the syllable ‘3" 1n the last letter 'n* making 1t
“Karand' In some songs we find some letters inserted from outside the body of
the lyne One can muftiply its 1nstances 1n any number but only ong example 1s
sufficient

Bdy Bahele Puravanyd, Alast Ninhya Aué Ho
Nint Bhatle Baninlyd, P1yd Phuri Gaife Ho

Here the suffix 41° has been added to the words *Nind® {sleep) and ‘Bainn’ (enemy)

1 Far the folksongs quoted i this artule, please see~De K D Upadhytys—~Baojspurt
folksongs Yol 1 and II (Hinds Sahutya Sammelan, Allahabad)
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Collecting folk songs m Dakshin Radh, as practically 1n every other place,
presents certamn problems Farstly, there 1s a certain resistance from the singer
or composer Secondly, there are certam difficulties created by other collectors

Stnce composers are usually people of sedentary habits, not many outside
their immediate surroundings know or sing their songs Even when sung, they are
very seldom recorded 1 wnting, and are forgotten over the generations, much
Iike the proverbial flower that 1s “born to blush unseen and perish in the desert
arr’

Even though some songs do linger awhile, they usually disappear before they
get a chance of finding thetr way into any anthology of folk songs Many beautiful
composttions are thus lost simply because there 1s nobody with enough nterest
to place them on record Again, many an mspired composition 15 lost because the
composer himself 15 shy and retiring whtle those nearest him, friends and relatives,
are not sufficiently interested  Yet again, many songs are neglected and allowed
to be forgotten sumply because they do not conform to a particular style of folk
muste which has for some reason, managed to gan populanty Thus, many a
beautiful song 1s allowed to get lost

There 1s no ¢end to the problems of folk-song collection The people who are
vested with the responstbility of doing so are not, usually, trained personnel

They have lttle ledge of 1 or of evince excessive
enthusiasm, they do not bother to interest themselves 1n the surroundings and
background of the people which 15 s they

are not even accomplished musicians, and are entirely 1nnocent of tune, thythm,
time and beat The result, of course, 1s utter confusion  Yet another difficulty
that the worker 1 ths field comes across 1s that of language The folk songs of
every district 1s composed i the dialect of that particular area To appreciate
the innate beauty of the songs one has to be completely at kome 1n that pasticular
duialect Unfortunately mazny collectors are not, and the collection of folk songs
by individuals who are not thoroughly familiar wath the anthropological, geogra-
phucal, and lingwstic background of a particular group of people does not really
make much sense  For example, 1n many cases, no mention has been made of the
nstrement or instruments that are played with a particular type of song Where
there should have been an 1ndication of a change 1n feeling, beat or tempo there
1s none So, not oaly 15 the real character of the songs completely lost 1t also
makes things extremely different for the serious research worker 1n the field

The work of a collector of folk songs can really be worthwhile if the recording
by notation 1s thorough, and attentron 1s paid to details of suggestion, nuance and
overtone 1t 15 our musfortune that very few do

Among the variobs types of folk song 10 Dakshin Radh, possibly the oldest
ard certatnly the most¥igmificant is the Jhgmur It protably has, 1feel, something
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to do with jhum plantation, and 1s part of a fertility cult that, although now very
much part of tribal hife, originated m Dakshin Ragh

Chiinhakt Chiinhaki Nind Tutals
Sahhi Shyény NG Anah,
Dulio Ashar Anshe Nishi Bhor,
Na Awah Pya Mor
Ragads Chandan Chinha Shukal,
Sakln Shyam Ni Avalt
ete

The song freely translated would mean
Friend, why 1s he not a coming?
1 start 1n my sleep,
1 wake and I weep,
Tell me, I cannot bear
This swingtng "twixt hope and despair !
Oh why 15 he not a-coming?
With sandal I've perfumed myself
But he 15 2 misclievous elf
Friend, will hie be a-coming?

O Amir Bhanga Ghore he Maré Rannl,
O Amar Pok Pokiye Ude Gelo Aunkda Ratul

Translation :
My house 15 a broken house,
In 3t there 1s no mirth
Who 1s that who slings at it
Stones and pellets of earth?
My cockere) flies anay
Growing loud in pawn,
Nor does the cuckoo want
To stay to sing agan

Jhamur, a type of song that 1s part of the fertility cult, has travelled from the
adivasis, through the different layers of socicty, to the sophisticated crust,
where it assumed the form of Kirtan

There are two other forms of folk song in South Radh, namely, Ttshu and
Bhadu 1t began with a eulogy of 2 powerful prince, Chandravarma by name,
and the prosperity that his commercial ventures brought about The Tashu
ongmated 1 the Shushunty hills of Binkira and the Bhadu, 1 the Raghu-
nathpic arca, close to the torder of Binkura and Purula When a young
princess of Panchaket died just before her wedding, the first Bhidu song was
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composed and sung In Tushu there are two porats of intetest, both related to
fertibity Firstly 1t1s a pleading to the carth for copious corn, the other, the
fn Bradu 1t 15 the fatter side that s more
emphasized The Tishu does mot sing of joy, nor 1sthere in it any scope for
nstrumental accompanument like stungs or drums, and there 1s no room for

embodiment of erotic ymagery

FOLRMUSIC AND FOLKLORE

daneing s melody 1s a plamtine melady

In these two types of folk song have been murrored the social, political, econo-

mic and moral aspects of South Radh Here 1s an example

Translation *

Greeting and welcoming prospenty, tlus 1s probably one of the oldest Tushu
songs that one comes by It 15 written 1n comparatively modern Bengah and 1s

Tasha Tiestie Tash Tisshla Tushld Go Rar

Tamar Dowlote Mora Chho-budi Pitha hhat
Chho-budi No-budi Gang Shinans Jar

Ganger Jole Randhy Badi, \Mohorer Jol hhar

Char Mish Borsha Pokhorna Jai,

Pokhorna Give Dukhr Dudre Morat

Chhoto Moray & Fi Diye, Bodo Moraryé Hat Dy é,
Rat iigho Go Jholmoliyé

How you make us prosper,
Tishu, Tushu, Oh !

You grve us bread galore
And cakes by the score
And we cook by the elear water
Of the fiver oh v

Four months have goge by
In the mudst of rain,

We go to Pokhorna to find
A batn full of grain

On a sheaf of corn,

Your hand resting possed on
Grain fitled barn,

Tushu, ok Prospenty,

Are dazzling 1 your beauty,
Tashu, Tushu, ok t

1mmensely popular throughout South Radh

Another example

0Ogo Tushumon |
Electncity, we hear, 15 comng to Binkuea
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The roads of asphatt will be made,
For you n gorgeous dress arrayed,
To walk ont, dear Tashu

In Ragh, Tashu and Bhiada are most popultr In these two categorses of folk
music have been espressed the longing, Joy, struggle and sorrow of all sections of
sotiety Among the ferry-men and fisher folk of South Radh, almost a quotidian
occurrence 15 death by smake-bite So there are. among these people, songs
eufogizing the snahe-goddess Manashi These are called Jhipin and Bhishin
This 1s probably unique, imasmuchas it 1s doubtful whether there 15, tn any part
of the world, folk songs centsed round the theme of death The tune 15 almost a
wathing and the theme usually 15 the legend 1 which Manashi 1s asked to give
back a hfe which she has taken, that of the queen  These songs are favoured also
by snhe-charmers, who sing them on ritual occastons  Here 1s an example

Bheshe Jar Re O Bendrpo Bald,
Abhaginir Dondatbar Nat Gaclilier Told
Ar Mala, Molo Bendr Po, Lok hindor BalZ,
Shoke Akul, Bihul Holo Gondho Bengr Bati
Kulshap Kalkuur Bish Tar Korechhs Jali
Uncehu Kopali, Probhu kkalt k&) Korils ki,
Shoke Ahul Bikul Holo Gondlio-Bendr Jin
Franslation
‘The merchant s davghter dnfis zmd. dnfts away,
She has no place to stay
She has no house no home nor €’en has she,
The shelter of a tree
Lokhindor, her husband, he s dead,
Her tearfut eyes are red
Lokhindor, he died of snake bite, burning,
And, poor wretch, for ever she 1s mourming

The Jhapan and Bhishan songs of Dakshun Radh are based on the Pihart,
Jayayntt and Sindhu ragas, mostly in 3/4 ime  Another type of song of this area
is Hipu While Jhipan and Bhashan have doleful tunes the Hapu 1s a light song
poking play ful fun at people, with the contrelled breath let qut, at intervals, through
the mouth, making a sound like “phoo ** 1t is from ths sound that the name Hipu
comes During the singing (mostly by teen agers) of Hapu, the singer keeps time
by beating lus heart with the closed fist of is night hand This does not interfere
with the singing, because i Hapu, 1t 1s the rhythm rather than the melody that
predomunates  Here is an example

A A1 Lo phoo phoo,
Ki Shapta Lo phoo phoo 7
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Translation
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KaKé Khelek Lo phoo phoo 7
Bodar Mahé Lo phoo phoo,
Ke Jharuli Lo, phoo phoo ?
Bamin kaka Lo, phoo phoo,
Kothat Gechhe Lo, phoo phoo ?
et

Custard apples, phoo phoo,

‘What snake there, phoo phoo,
‘Whom did 1t bite, phoo phoo ?
Boda's mother, phoo phoo,

‘Who was the charmer, phoo phoo ?
He was a Brahmun, phoo phoo,
‘Where 15 he now, phoo phoo ?

and so on

Another example *

Hat Geldm, Bajar Gelam, kg Anlam Lau,

Lau kheyé Boddr Ma korchhe Hau Hau

H3{ Gelam, Bajar Gelam, kiné Anlam Toka,

Ha{ Theké Phiré Dehln Boiier kolé Jorid Jord khoka

Translation :

1went {o the fair and to the market
And bought myself 2 gourd

Boda's mother, the gourd she ate

And then she roared and roared !

T went to the fair and I went to the mart
And I bought two new straw hats,
I'eame back home and saw with a start
My wife with new twin brats |

Translated by Arany Banern



SOME ASPECTS OF THE FOLKSONGS
OF MEDINIPUR

PURNA CHANDRA Das

‘Dralect changes with every mule * The truth of this popular saying can be best
realised 1n Medinipur which still shows traces of the influence of the neighbouring
state of Omssa After the establishment of the Batish rule ‘Chakla Medlmpur
was at first divided into two mam d Jal and Med

portions of Bardhaman and Hyli In the year 1787 the whole of Jaleswar was
added and after 1819 this area went through several consecutive reorganssations
uill we find ‘Bagn pargana’ of Bardhaman, some areas of Hugli and the then Hylt
district within 1ts boundary “Medimpur jila’ as1t stands today represents vanous
local forms of folk-culture between the courses of Rupnarayan and Suvarnarekha
nvers Intrinsic tendencies of this many faceted cultural complex of Medimpur
are fairly expressed through the still extant folksongs and festivals

Any d of the of ) bod the

hopes and understanding of the common man constitutes a vast and staggeringly
large subject for a detailed and comprehensive study  For this reason, the author
wants to confine imself to a short review of the folksongs and connected ritnals
associated with tirth, mamnage death and other v:ml occasions of the Neguna

region
Songs assocsated with chuifdbirth always form one of the basic aspects of folk-

fe M pur 1s no T to this 1 rule The Shasth: Puja 1s enc of
the important functions performed wuhin two or three days of the tarth
of the newborn This ntual 1s deeply influenced by the time honoured urge to
adore motherhood and the natural wish for the well being of the ctuld [t 1s saad
that *Vidhatapurusa® writes the ‘bhagya hpt or the 'fate” of the baby during the
night of the ‘Shastin Pwa  On this auspicious day & symbolhic “ghat’ or carthen
pitcher of the mother goddess 1s vsually placed along with a bunch of fipe plan-
tans some fruit offerings and a palm leaf and a reed pen at the door of the room
of the convalescent mother and the newborn chidd The ‘Dar ma’ or the village
fustatics e pryar and poadengoes € o fose ¢ fowd tre
day Outside the room the Shasth puja is observed 1n a mght long singing of
Shasthimangal songs mamly related to a childless Jang who was blessed with a
beaunful son by the goddess In these performances village women l‘anﬁ ke bulk
of the audsence , the Shasth ! palas are \ posed 1n ‘Medins

puna —a typical dialect with strong overtones of Onya mﬂucne: which 1s easily
understood by even the most unimtiated of the hearers On some occasions the

$ame songs are p d by Bengal it
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Songs of Shasthimangal and Sadhbhakshan cited here are collected from
Hrishikesh Panda of Neguna, a brahmn who performs the duttes of a rural priest
He 15 a popular singer of Kirtan and based on the /, the
Ramayana and the Mahabharata The date of the Shastlumangal songs are fixed
only after the presentation of ten betel-nuts and one rupee to the Jeader of the
singers’ party which consists of six or seven persons As in the Kurtan, here also
the whole group 15 led by one who utters a couple of lines which are subsequently
repeated 10 chorus by the whole party The Mridanga the Khamyam and more
recently the tabla and even the harmonium are the mstruments used in these pala
gans or rural ballads The song begins only after paymng traditional homages 1o
Durga, Kali, Sarasvati and Ganesa and other gods and goddesses The story
runs  Once sent her maid C| for selecting an appropriate
assocration of time, place and persons so that her power and glory can be shown
and vindicated beyond doubt She came back with the news that in the Maga
country there was a childless king named Mayuradhva) whose palace was full of
niches But there was no peace 1n the mind of the king and hus subjects, for they
had no prince Shasthidevi appeared before the king 1n a dream and told um that
he would be blessed with a son 1f he made offermgs to her Shastlupusa was then
performed with great pomp and show and after a few days the queen became
pregnant At this place the song runs as follows

Ek Mas D Més Hailo Kanakani
Truttya Pancham Mdsé Halo Jangiani . etc

(That 15, during the first two months people whispered and 1n the course of the
third and fifth months everybody came to know about the queen’s pregnancy )
After this the singer goes on to give a day to day account of the queen’s condition
and her destres which bear sigmficant resemblance to the desires and aspirations
of simple peasant women Some portions of these songs are unbelievably nich 1n
their graphic descriptions of the joys and fellow feeling and sympathy with the
would-be mother who will enjoy the palatable delicacies with her friends and
relations In some areas songs satinsing the pregnant woman and her poor helpless
husband are sung by ‘sangs’ of roving Jesters These are also sung bothn Bengali
and m the Medmpuria dialect Here at first we witness the husband imploring the
wife to talkto um kindly The wife presents a fantastsc list of her desires as regards
womanly dress, ornaments and palatable dishes She also conveys a warning that
she wifl not converse with her husband if he fails to bring afl the things included
mherhist At thus port, the husband makes some angry and mischievous comments
about her looks and ways till at last everything 1s amicably settled when he says
that no one becomes angry at his words, and he hiumself falls at her feet .

Piyé Pad: O Sundari
Amir Kathdy Rig Koré N Keu  ete
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Dys pass on as the auspictous moment of childbieth nears The majestic
but punful struggle for motherhood starts But even amudst these anxieties and
physical wornes the desire of the mother for 2 healthy child wath a rosy future
bursts out intensely as she prays to Vasudeva Knishnz

Dasmds Dasdin Garbhore Mii Demt Sthin
Kt Phal Rakila Af Mér Garbhar
Vasiidera Go, E Bipode Koro Uddhdr
Jantrandy Pean Jay Mohar  ete

{I have carried hum sn my womb for ten months and ten days I do not know
what kind of fruit remains there O Vasudeva ! deliver me from the pamns of
the body and the mind )

Now the child 1s born The folk singer carnes an earthen doll along with
an alms bowl (in mmitation of the mythucal prince described above) Childless
wemen sometimes buy this doll after making 2 due *Pranim: or salutary payment
to him

At this stage we are astomished to find a profound sense of restraint and deeply .
philosophical attitude towards hife in tlus simple folksong of the rural cultivators
This song goes on to say that the birth of a child can be anywhere yet no one Lrows
where 1t will have its place in future Here the folk singee compares human life
with an earthen pitcher or vase He goes on to say that all pitchers and vases are
made in the potter’s wheel yet some of them become £lean and pure enough for the
worship of the gods, some are only worthy to be used by the village wine seller
for hecping toddy while others are used to keep clear water and are carred by
youthful women In the typical moed of a deep seated melancholy and a sense
of love and sorrow for mankind, the rural poet wants to use the pitcher for drown-
tng lumself after binding 1t to hus neck

Kalast Janar Pey éclha Tim Chake
Mar Dald Dala Rarl Basalam Chike
Kalast Janam Peyéchho Tim: Chike
Nadir Bhttar Suta Dy Katlam tomiké,

In some other songs of this region we find a moving deseription of a father
sending out her davghter after the marriage ceremony  Here she leaves the house
amudst sweet and yet panful memones The intnasic pathos and simple charm
captivates otr mind The soag quoted here 1s collected from Sm_Sandhysramt
Marty 1t d bes the deep 3 of the ly-wed daughter to the house-
hold objects and pets  She thinks about the love and care that surrounded her
so far and at the same time she earnestly wants to know whether she wll be treated
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with the same sympathy and loving care 1n her new household By embracing her
old geandfather she wails

Daula hator Maluita Pan

Auki Dektumy Ajd Janama Sthin

Ke Dekhibo Mar Ranger Chali Go
Achchha Bahd Bela Bhangito Bad: GO

Ke Ani Dobo Moté Rangin Sadi Go  ele

At this the grandfather can not restran Tumself |, he also sheds tears but goes on
to say that his ‘Chandrd’ {grand daughter competing the moon n beauty) will be
happy in future and implores her to remember the old man 1n her sweet and
happy days

In wide areas of rural Bengal we come across a umty of feelng that 1s
woven round the Stva legend Here Siva 1s conceived as one of the poor but spirited
cultivators who 1gnore all hardships of the peasant hfe and accept everything ina
childlike joyousness In a Bengal peasant's hfe the day of Chaitra Sankranti 15
observed as the day of the marnage of Siva and Parvati This 1s also a day for the
Gajan Utsav of Siva Songs sung on this day present a true and 1ntimate picture
of the peasant Ife Here 1s one song collected from Sn Gunadhar Gin, a local
cultvator. We find Siva consoling Patvatt when she weeps for a Sankha or bangle
made of conch shell The nchness of the peasant Life and its simple charm 15
caught m another popular spng of thus area (also coliected from Sm Sandhyaran
Maiti) It 15 called ‘Dhian bhandr gan’ or song of the husking ram It 1s generally
sung by a group of three women who imtiate the rhythm and movement of the
body and feet as the husking ram rises and falls by the pressure of feet at its one
end Here we see Siva as an eccentri¢ and wayward husband who does not come
back after completing hus work 1n the field as a cultvator  Parvati becores extre-
mely wortied at the continued absence of her husband At last Narada, the heaven-
ly messenger, comes to her and asks her to take up the guise of a bdgd: woman to
luze Siva back home When Parvati meets Stva i the field he makes approaches
to her instantly and 1n the absence of any other worldly possessions hopes that
she will be defimtely charmed by Ins beautiful beard The beauty and humour of

the song cannot be fully brought out 1 translation  Even then it 15 too charming
tobeleftout Itisas follows

Dhenkt De Dhumst De
. Sama Kuté Dhan
Dhénkir Upor Meyerd Sob
Khay paka pan
Dhéenk:s De Dhumst De {chorus) ... |
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$ib Gelo Chiis Karute

Durgd Railo Ghore

Sibe NT Dekhyya Durgar

Mantd Kemon Kore

Dhenki De {chorus) . 2

Bhtm Karé Langal Ar

Sib Chas Kare

Anek Din Hatlo keno

Ghare Nahi Ghiré

Dhenki De (chorus) 3

Tobu Ailona Sib

Bhagabatt Jani

Narad Bolé Mam: Giyd

Anaha Ekkhant

Dhenki De {chorus) 4

St Ke Ané Siba

Bagdint Hailo

Kankhe Mdachher Handi

Ar Jal Dods Nilo

Dhénkt De (chorus) 5

Hensé Hensé Sib Koy .

Duti Katha Kot

Tomar Moto Bou Pele

Mathdy Koré Boi

Dhinki De (chorus) 6

Hoté Part Buda Bor

Tobu Ené Ditam Séd

Rat Pohdlé Dekhnyé Duam

Bulmulyya Dadi

Dreénke De {chorus) 7

Press on the husking ram, press hard,
‘The Shama* breaks the nice

The girls on the hushing ram

Chew their nipe betel leaves

Press on the husking ram, press

* Tho shima 15 an iron ting which fals on the gras and breaks the gran open, a3 women
press with therr feet on the husking ram
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(While the dish of the young daughter-in law 1s full of costly stems of food the poor
and infirm mother is given a htile of the lelt-over boiled rice kept overnight  The
heart of the old woman burns and wails 18 a dumb pain )

Death comes and provides a solemn and majestic finale to fe's drama, a
drama maede of much pan and a few simple and fleeting pleasures The wllage
singer cannot keep silent on this grave occasion and smgs out m deep sorrow to
ask

“Nirab Hoye Jachchho Kothd Mon
Koré Bhover Kheld Samapan™ et

0 silent mind, where do you go after playing your part 1n ths world? "

Transtated by Santosh Bose

KHAMAK or GUPIJANTRA  One sting instrument  Body hollowed out
from wood, covered with skin, string attached to bottom of the body, unattached
on the other end The singcr holds the body under his armput, and produces the
sound by pulling and stickeming the stang Staler from small coconut sheli or
buffalo horn  Extremely poputar with the Bauls of West Bengal
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2 Siva went out to ull the field
Durga was left alone,
Durga feels so sad
At Siva s absence
Press on

3 Bluma drags the plough
And Siva tills the field
And days go by
But Siva doesn t return
Press on

4 Yet Swva doesn t come
And Bhagabati gnieves
Till Narada tefls her O aunt
You have to go yourself
Press on

5 Stvas wife becomes a bagdim
To bring Siva back home
She takes a jar of fish
And her ropes and her nets
Press on

6 (Swa meets the beautiful bagdim )
Swva stmles and smiles
And says 1 have a word with you
If I had a wife Jike you,
1 could bear her on my head
Press on

7 I may be an old husband
But I can bring you sans
And at daybreak I could show you
My charming beard
Press on

The folk artiste of Medimipur 1s always awake to the grim side of the willage
Iife He watls at the phght of the old and infirm mother who 15 neglected by lus
newly mamied son and daughter 10 law

Bour Pate Saru Anna Byanjan Sari Sari
Budir thalay Amam Bhora Panta Goid Ctan
Ky Jolar Kathd

Jalata Uthe Budir Mone Re

Ki Jalar Katha
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(While the dish of the young daughter-in-law 1s full of tostly items of food the poor
and snfirm mother 1s given a little of the left-over boiled nice kept overmght The
heart of the old woman burns and wails in a dumb pain )

Death comes and provides a solemn and majestic finale to life's drama, a
drama made of much pain and a few simple and fleeing pleasures The willage
singer cannot keep silent on this grave occasion and sings out 18 deep sorrow to
ask

“Nirab Hoye Jachchho Kothd Mon
Koré Bhover Kheld Samapan™  etc

“O silent mind, where do you go after playing your part in this world?”

‘Translated by Santosh Bose

X ¢ or GUPIJANTRA One-string instrument  Body hollowed out
fmml:\l::; l:\ol‘\":d with skin string attached to bottom of the bady, unattached
on the other end  The smger holds the body under tus armput, and produces the
saund by pulling and sltchenng the stung Sml\cr'l‘rom small coconut shelf or
buffalo horn  Extremely poputar with the Bauls of West Bengal



BAUL SONGS OF BENGAL

SANAT KUMAR Bost

Songs composed and sung by the Biuls are known as Biul songs The Bauls
belong to a particular rebigious sect and are spread over the entire tength and
breadth of Bengal In the present article, an attempt will be made to present before
the reader the various aspects of Biul songs

The mportance of Baul songs lies m the fact that they represent one of the
roost popular and distinct forms of Bengal folksongs and this populanty 15 not
confined to any particular region  There 1s searcely any distnct in Bengal (including
East Pakistan) where such songs are unknown Moreover, it 1s not at all difficult
toidentfy a Biul song because, as we have already pointed out, 1t has some distinct
features or qualities which mark 1t out from other forms of Bengali folksongs

1In order to apprectate the true sparit of Biul songs, one has to study these
distinet features 1n their proper perspective  For this purpose, it will be necessary
to discuss briefly the nature and ongin of Bengahi folksongs 1n general, and of
Baul songs 1n particular

We all know that folksongs of Bengal are as rich as they are vanied They
represent a particular aspect of the cultural tradinon of Bengal Like other coun-
tries, Bengal too has her own cultural complex which has evolved through centurtes
of intermungling and admixfure of the cultural traits of vartous races, castes and
tribes who have lived 1n thus country since the dawn of civilisation Through all
such fusions and integrations, a very nich and highly complex type of calturatiife
has emerged 1n Bengal

This complexity 1s specially noticeable 1 her folk art and folk music We
will, however, omt discussion on folk art {as it ss rrefevant for the present
purpose) and confine our study to folksongs alone

The term “Folksong™ implies that there 1s an element of spontaneity as well
as simpheity 1t 1t springs from the common man’s natural desite to give spon
taneous expression to hus feefings and emotions—in so far as these can be expressed
—through musical forms It would, therefore, be improper to expect a hugh degree
of polish or finesse either 1n the composition or 1n the melodious quahity of such
songs {Of course, some to this d fi i are not absolu-
tely ruled out’) We should remember that the composer or the singer of folk musie
emerges from the rank of the common people, and so his performances and creative
abiliies ought to be viewed from this perspective of Ius social and cultural environ
ment Under such circumstances his freedom of expression s naturally confined
to certamn limitations that are conditroned by those factors His trasmung upbring-
10g and mede of thinking or feeling are also gwded by those conditions
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which are now 1n East Pakistan, both the Aktdrd and the Dotdrd are popular
with the Bauls

The Baul 1s a typical figure 1n rural Bengal Like other Sannyasis, he wears
a saffron Lung and a long saffron gown running beyond lus knees Usually, he
keeps long hair and long beard and 1s hardly seen without his favourite musical
nstrument, the Aktdra which has only one string to play upon He 1s exclusively
devoted to spintual quests and to the upliftment of hus self To him these are of
primary interest, everything else 1s secondary This central mm i his hfe guides
all his activities and expressions  That 15 why even the songs which he composes
or sings give us an indication of his wntense spirtual cravings  They are therefore
naot just songs based on the usual vital cravings of a socral human being A song
15 for tam, rather a medium or means through which he seeks to attain hus spintual
goal Even lus love songs do not really express feelings of sensual love but of love
that 15 spinitual or psychec 10 quality, seeking its fulfilment 1n divine union The
song cited below, will amply bear the truth of the above statement

Surit, Kurt, Pirit Tin Piriter Bhdb
Jar Pirue Je Mojechhe, Hou Tar Labh,

Bliober Pirit Ot Kurtt, Supinit Keu Koz Na

Kon Pirite Praptt Ghoté, Ghot Aiidé Keu Dakhé Na
(0i) Chatachati Prem Ghoté, Ta Dhoré Enté Shame
Ar Shesh Kalete Pathé Ghité Pheté Choté Poré Sob

Moné Biyhé Roro Pirntt, Pinté Hot Arari

{Jemon) Arjuncro Rothé Krishno, Pirite Hor Sarotht
Shuddho Premé Haniiman, Ram Podé Sénpechhé Prin
O Tar Hridpodmé Ram Nam Lekha Lekha Achhe Sob

Ar Ak Pt Korechhulo Brinddboner Gopiha
Tard Krishno Sikhi Krishno Dukht\Xvishua Prems Radinké
Tard Krisho Premé Amukkhon®. % 10 Pran Sam  * .
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1n short, psyctuc love can only eust between God and His devotees]

Preato] = 192 SURIT KTRIT PIRIT
e . - o
e e o e e B o e o s o e e et S S
Hf_‘;_”ﬁ =SE2 S =]
34 = N R

8u-rIt ku- -ri-t pIrit, (o)pIri-t tin pIriter bha- - = -b,

© re moa jurpIrit¥  je wo-Jechh¥, ho-i tE-r
v | S I (! .l ] 4
oy > o o e e 38 e S s e T =
i o e I 11 e o e > f =
i . T S
{
18- = = o = = = = - bh. Bhober pirit otdi kuri- = = = « = ¢,
VI - =
s o i s o s s s S o e e e o o o et v A |
s == S e F—H
supieit keu kor¥ ni, Ko pl-rit® priptl ghot¥
B> : ==
T =T = =S =
v
ghot khul¥ keu dakh¥ =k, Of  chaylchagt
F S R S T ———
[ T S e e e e e B >
pree ghoti, tEL dbord Tntd ahetd, ir
4= S — . 2
T It e e 5} s 5
ey =S=5Ssstes e
e~ehkEletd patheghkte phetd chotd pord sob Pord  so= - = = b,
SURIT KLRIT PIRIT
Notes i D s S $ § R G J p P PG
Words{su = n t ku— n — t P om- ot
— — P I!P P M G G M G R G}
© L not n " ] [ §
— - = - - P P P D
R_S S_. —_ b} @ K mo n



48 FOLKMUSIC AND FOLRLORE

which are now 1n East Pakustan, both the Aktira and the Dotard are popular
with the Bauls

The Baul 1s a typical figure in rural Bengal Like other Sannyasss, he wears
a saffron Lungt and a fong saffron gown running beyond hrs knees Usually, tie
Leeps long hair and long beard and1s hardly seen without s favourite musical
nstrument, the Aktira which has only one string to play upon He 15 exclusively
devoted to spiritual quests and to the uphftment of s sell To him these are of
primary interest, everythung efse 15 secondary This central aim in tus Iife guides
all lus actrvities and expresstons That ts why even the sangs which he composes
or stngs gave us an indication of us intense spuritual cravings  They are thesefore
ot Just songs based on the usual vital cravings of a social human being A song
15 for hum, rather a medium or means through which he seeks to attain fus spintual
goal Even us love songs do not really express feelings of sensual love but of love
that 1s spintual or psychic 1n quality, seching its fulfilment in divine umon The
song cited below, will amply bear the truth of the above statement

Surst, Kurat, Pirt Tin Pirster Bhib
Jar Pirite Je Mojechhé, Hor Tér Labh,

Bhober Pirit 01 Kurlt, Suplrit Keu Koré Nd@

- Ron Pirite Prapti Ghot#, Ghot Klule Ken Dakhé NG
(01} Chatdchati Prem Ghoté, Tai Dhor@ Enté Shente
Ar Shesk Kalete Pathe Ghat? Pheté Choté Poré Sob

Mong Biyhé Koro Pinit, Pirsté Hot Arati

(Jemon) Arjunero Rothé Krishno, Pirite Hor Sdrotht
Shuddho Premé Haniiman, Rdm Podé Sonpechhé Prin
O Tar Hridpodmé Ram Nam Lekha Lekha Achhé Sob

Ar Ak Pint Korechhilo Brindaboner Gophd

Térd Krishno Suhhl Krishno Dikhl Krishna Premé Radhika
Tara Krishno Premé dnukkhon, Koré Mono Pran Samarpan
Nardn BolZ Ot Riip Prem, Atol Podé Achhé Sob

(There are different kinds of love Each loves according to his own nature,
and suffers its consequences He does not go deep into this problem of love and
tres to reman satisfied with what may be called the “worldly love ” Such vital-
physical Jove ultimately brings disaster to Jum and yet he clings to it

The Sidhak-composer advises the reader to look before he leaps He1s not
to confuse between true love (i e, psychic love) and vital passions The Sadhak’s
am 15 to give expression to this psychic love Examples of such psyciic love are
to be found 1n Krishna's love towards Arjun, Hanuman's love towards Ramchandra
and that of the Gopis (women folk) of Brindaban towards their lover Krishna
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In short, psychuc love can only exist between God and His devotees ]
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As & matter of fact, 1t would perhaps be correct to say that a Biulis not ied
down by the usual vital strings of the society Although he lives 1n soctety yet he
tries o remaun detached from ats vital demands and desires, because hie considers
these 1o be stumbling blocks in his path Unless he can overcome them, hus progress
will be hampered and he will reman bogged down to the level of vital conscious-
ness alone  Naturally thys 1s not an easy or smoolh process and farlures do occur
from time {o time In many songs, we find cxpression of this inner struggle and
its consequence  Here 1s one example

Banka Nodir Pichhal Ghaté
Opdr Hobt Kt Koré

Secthdr Kam Kumbhir Royechhe Sadii, .
(Bap Re Bip) Sadd: Han Koré

Astc Asté Dhiré Dhtrd Je Koré Gamon
O Tar Ho: Na Re Maron

Je Jai Tadatari Hidahiin
O Tar Pran Hardbar Toré.

Sri Chavtanya Nutyananda Adsaster Ghap
O Tir hibd Paripif
- Dekile Ser Ghifer Chhobi Abdk Hobi
Jabe Dut Bip Batdté Moré *

Modon Mddon Shoshan Stambhan, O Mohan At Pancha Shar
O Shorer Mohima Opar

Jodt Sel Juddhé Jabi Tir Chhittabr
Tobé Chabi Ligd Ghoré

{How dare you crass this enver wath your feet on 1y shippery baak while the
fierce crocodile (symbol for passionate desires) looks forward cagerly to eat you
wp?

He who proceeds stowly and steadily need fear no falt

But he who sechs for rapid progreess ntust 1 the end be anmlated

1t 15 fram this bank that Nittyananda, Advaitya and Sn Chatanya started
towards ther goal,

and you will simply be staggered to death when you realise the real sigmbcance
of this fanding place

The God of Love (Modon) has five arrows with which be operates 1f you
are truly bent uvpon hunching a wac (1ganst ebstacles that stand in the way of
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the Sadhak) then first of all put your hoasc (r¢  passions and desires) under lock
and key ]
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Since these songs are devotional in character, a common central theme runs
through all of them Tius theme, again, may be broadly splt up into three catega-
mies 1t either expresses the goal to be attained, or speaks of the difficultes that
have to be faced by those who take to this form of spintual path, or lastly, 1t
offers gutdance to overcome these chfficulties

The Biul has no written scripiures  Nesther 15 he ‘educated’ (in the sense
the word 1s understood by the 1ntelhgentsta) His Anowldge springs from faith,
introspection, intwition and the teachings of his Guru and the knowledge which
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he thus acquires, as well as the experience which he gathers in course of is Sadhand,
15 transmtted to others manly through lus songs

For the purpose of communicating his expenences, he always uses symbohic
words or mn s the real of which s therefore
clear only to those who are imtrated to this form of spiritual or Yogic practices
Hence, to a layman, many of these songs do not consey any rational sense  They
apparently seem to be a mere agglomeration of a number of words placed side
by side and held together by the thresd of a simple tune Again to others the
superficial or literal meaning of the symbols seems to be the only cniterion of appre-
ctating the true spinit of these songs In this connection some of the most frequently
used symbols may be mentioned These are Phool (flower) Neer (water) Meen
(fish) Moner Mans (Soul’s companion) Tribeni (confluence of the three rivers),
Daraza or Doodr {door), Chandra (moon), Padma (lotus) Sahaj Manus (the
free and perfectly natural man) ete

One may pertinently ask why are such umintelhgible symbols used by the
Biul to express his spintual phifosophy? Why does fie take shelter behund the
symbols nstead of resorting to plain speaking?

The answer to these questions hies 1n the fact that the Baul follows a particular
path to attain his spinitual goal—a path which 1s very different from those sanc-
tioned and accepted by the Brihmamcal ritvals He does not believe 1n and defies
all the accepted forms of ntuals prescribed and nigorously defended by the Hindu
priests who base their authonity on the traditional Brahmanical canons of
‘Hindu religton  Hence persons whose thought processes have been moulded by
those traditional forms of ntualistic practices, find 1t very difficult to approve,
appreciate or even to respect the Baul cult That is why we often find the Baul
standing aloof from the current socio rebgious streams He 15 even hated by a
section of our soctety, specially by that part of st which1s guided by the Brihmanical
priesthood This 1s not very surprising Because of their class content, the Bauls,
Iike other sections of the so called lower castes of Bengal, have grown out of the
resultant impact of various types ef cultural and religious modes that emerged
through the fusion of various castes and tribes They have never been swayed
away by the exclusive influence of the so called upper castes alone Hence the
latter refuse to accept them within their own fold The Baul is therefore treated
as an ‘untouchable’ and his religious practices are decned

But social ostracism has not succeeded 1n distracting hum from his path which
he follows with smgular devotion He tries to hve 1n constant communion with
Tus tnner or true self—the Brahma, 1n his own way He denotes this inner self by
the term ‘Moner Manus® The spiritual experiences or feelings which he realises
or the difficulnes which he faces 1 course of hus meditation or Sadhand
are expressed through hus songs not directly and exphertly but mplicitly by means
of symbols He believes in what 1s known as “Adhikirn veda™ or disenimination
That 15, he would not disclose hus mner feelings or hus mode of Sadhana sndiscri-
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minately to any and every one  To do 50 would be harmful both for the Sadhak
as well as for the hstener The true spint of these symbols 15 therefore revealed
only to those who follow thus partecular path or whoe are sincerely iaterested in
;ﬁnmunl quests , while the layman must remasn contented with the surface meaming
one

1t1s interesting to note that though his philosophy or its practice may nat be
approved or understood by the public at large yet fus songs arc apprecrated by
all sections of the people Ths 1s possible because hus songs fulfl all the entera
of genuine folksongs The composers and the sineers are all rooted to the cultural
tradiion of Bengal The feelings which they try 1o commumecate through their
son?s are genuine and spontancous and the tunes or rhythms they compose are
based on the traditional patterns of melodies which have been found acceptable
by our common people

Of course the tunes as well as the themes contan s:amps of Jocal character
and hence some vanations may be noticsd among the Baul songs of the different
districts Thus the tunes of many of these songs sung in the eastern distnicts of
Bengal have semblances of ‘Bhatial , 1n the northern region, of the ‘Bhawdiya”
Those of the western parts are shghty different They are wsually very lengthy
{one song may take as much as tuenty lo thurty minutes to sing) and are rather

1 theie tonal

There are many Bauls for whom 1t 1s a must to vimt the vanous fais and
festivals held at different seasons throughout Bengat Here they spend a few days
charming the people with their songs and dances (They not only sing but aiso
dance while singtng and their dance patterns also have a distmct charactenssuc
quality ) They sit in groups and go ou sinzing one after 1nother for days together
with occastonal breaks for food and rest There are two notable festnals m the
western parts of Bengal where the mauimum number of Bauls are to beseen
together, vz the JSoydev Rendumilfau festwval (n Birbhum district) and the
‘Ghospara® festivat (in the district of 24 Parganas) The former 1s held during the
middle of January while the latter during the festival of Doljatra (March Apnl)

It 1s unfortunate that this sect 15 dying out Perhaps from the point of view
of matenial progress of the socety at large thisis inevitable  Butat has to be admut
ted that with the passing away of this sect Bengal wifl be losing one of fer richest
forms of folksongs The decay has already set ta and most of the Bauls that we
see today, looking out for a professional musical programme  here and there
1n the eity or who are introduced to the ity s musical eiecles or conferences by the
‘cultural bosses * are fake representatives of thew sect Having lost ther faith
1n their own creed, having forgotten therr basic spiritual aim  they now demons
trate their songs with & mere professianal and mechameal atutude The songs
which now frequently pass as Banj songs lack both the true spint and the genune
folk tonal qualities which were the charactenstics of genuine Baut songs of the
past ‘These Bauls themselves are now mainly interested in earming money and
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mamtaimng their popularity among the urkan middle class inteligentsiz As a
matter of fact most of the Baul songs that we hear today (specially in the urban
sector) may be termed as only one form of the modern versions of the so-called
‘Palli Geeti or folksongs which are being patromsed by the offictal and non-
official cultural societies with a view to up) olding the cultural tradstions of our
country !

“The tyrics and the tunes used as ilfustrations 1n this article have been collected Trom Biul
Dinabandhu Das

1 2

AKTARA  One stnng ostrument Body from nind of a gourd, opened both
sides  with goatskin covering for the bottom, from where a thin steel wire
goes up to the head , a pur of bamboo strips serving for a handle are pressed
at the neck to produce the rhythm  while one hand mamipulates the centre stang
to keep a continuous drone Whle the first variety ts used 1n East Bengat the
second saniety, common 1z West Bengal, has a wooden body, 15 mampulated
by one hand and 1s used by the Baul singer as he dances There are other vaneties
of the same wstrument sn other parts of the country Used n Baul songs and
songs of stmular modes



FOLK-SONGS OF THE TRIBALS OF WEST BENGAL
AN ANALYTICAL STUDY OF CONTINUITY AND CHANGE

Man1s KUMAR RAHA

The Tribals of West Bengal live 1n an ar of poverty, misery and sorrow Disea
draught, flood, famine and other natural calamities afways merge them i (
ocean of adversity But 1n spate of all these dangers and hindrances their vorce |
not been choked , still they enjoy the psalm of life that often reflects the hfe a
activity of these people .

In West Bengal there are 20 54 081 Scheduled Tribals, who are distribut
1 varied numbers throughout the State, their mam concentratton beng in t
districts of Jalpaiguri, Midnapore, Puroli, Burdwan, Bankura and West Dinajp
Regionally the tribal people of this State may be divided 1nto two groups,—the
who live 1 the plains areas and those who live 1n Terar and hilly areas On't
basis of physical features, they may again be divided into two groups—Australc
such as Oraon, Munda, Santal, Bhumy Khena, Mahalt and others and Mongolc
such as Lepcha, Bhuti, Rabha Mech, Garo and Toto Of these tribals the mer
bers of the former group are found both 1 plains and hly areas but those of t|
latter group are found only 1n Terat and hully areas  Of these tribal people Sant:
have the tughest number covering 58 42%; of the total Scheduled Tribe populatio
‘Then, n order, come Oraon (14 48 %) Munda (7 80%) Bhumy (4 44%) and Ko
{302%) Others have smaller frequencies

Due to the absence of thewr thick concentration in a particular area in th
State Itke Madhya Pradesh Ornssa or Bihar the tribal people of West Beng
have been living 1n the midst of the dominant Hindu caste groups for centurn
together

As a tesult of the centuries” fong contact with the dominant Hindu caste
people, the tribal people of this State may culturally be divided 1nto two groups-
firstly those who are more acculturated and second one are those who are corr
T ty less d, or rather, more ! ‘The members of the forme
groups, due to their long contact with the neighbouring dominant Hindu cast
growpy feve aveanwilnle havowad 2 dasge aumber of Handy sulueal neatatine
by replacing thetr own onigenals, thus gradually becoming accustomed with thes
new entities have formed different social pattern On the other hand the mem
bers of the other section who are ving in somewhat isolated places or are ablt
to create somewhat teibal environment hke that i therr cradie Jand or who an
comparatively more conservative, still have retained therr traditiona) customs anc
manners to 3 conaderable extent
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The folk-song of a tribe 1s buwit 10 accordance with their cultural pattern,
thets mamners and customs their rites and rituals If the tribe changes its culture,
the folk songs accordingly change The same theory 15 applicable to the folk-
songs of the trbals of West Bengal Wiile the less acculturate groups of tnbals
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have kept their folk-songs unaltered to a great extent, in the more acculturated
groups the reflection of change 1s clearly visible in their folllore pattern as that in
other aspects of their culture Therr folk songs have been modified along with the
¢hange of language and cultural pattern In this article an attempt has been made
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to show the change and persistence of tradition in the folksongs of the tribal
people of West Bengal To focus thes aspect in the folksong pattern of the tribal
West Bengal we would cite examples from two tribes—firstly the Santals of the
central part of West Bengal hving 1n Midnapore Birbhum Bankura and Puruba
distriets who have retuned their tnibalidentity 1n a comparatively less altered form
The fluence of neighbouring Hindu culture 1s fecble there And secondly the
Oraons living in Sunderbans areas (southern part of West Bengal) who due to their
centary long contact with the dormunant Hindu castes in their locality and also due
to cessation of all the ethno-social links with their home land 1n Bihar are unable
10 keep thew own tradition and have ulumately n order to keep pace with the
local environment smeared themselves with a coating of focal Hindu cultore
Their folksone 1n the sinular way has been influenced greatly by the local art of
music

A SANTAL FOLRSONG

I a Ditle companson be made 1t would be seen that almost no difference lies
between the onginal Santal songs and the Santal songs of West Bengal ‘These
Santal songs have their own onginal theme and rhythm

Regarding Santal folksongs Culshaw states A farge number of the songs
are sp mn P and 1 most of the

songs are classified according to the rhythm of the type of dance or dance
cyele with which they are associated New and topical songs are continuous
Iy being composed to give poetic expression to the ruw experiences of the group
(1946 66)

‘When any new event 1s marked by the Santals they at once give it a poetic
expression and sing spontaneously on thewr way to or during any festival When a
Santal boy first marks a train or visits a town or when a Safts (Europetn) walks
through a Santal path he then and there composes » song and sings it before
tus friends and companions

Not only these current events are kept in mund by the Santals they always
remember the past wmeidents their tradiion and ongmality and express the same
through these songs Cnlshaw i this connection remarks By means of songs
the Santals also keep alive the memory of past events Many classes of songs might
almost be deseribed as history in memorable form One can analyse ustory mto
compmRe darulviony kamand o el S vy o o oV alaee dowe Sar o Sana!
themselves differentiate these differing elements or whether they do so at ail
This 1s true of many songs sung at the ume of different fesuvals particularly the
great festivals of Spring time and Harvest and the songs sung at erises in individual
Nfe such as mmmation and marnage Each festsal and each occasion has sts
own appropnate cyck of dance with charactenistic steps and rhythm and conse~
quently its own types of melody  (Op ar 67)
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“The Santal folksongs may be divided 1nto three major groups These groups
are {1) Songs with dance (i) Lesser tunes, and (i) Songs without dance (Bhatta-
charyya 1962 54-61)

In Group (1)1 ¢ ‘Songs with dance’, mine principal vanieties may be ncluded
These are, Lagre, Patd, Don, Sokrae, Dahar, Biha, karam, Dasae and Bir

In Group (n) te, *Lesser Tunes', there are five types of songs These are
Golwdri, Danta, Matnar, Ganyar and Humtt

In Group () re  *Songs without dance’, there are three principal vaneties
which are Bapld Buntt and Gam Seren Besides the above three main types, there
are some munor tunes, viz , Jharni Mantar Hero Rohoe and Moraa Seren which
the Santals sing during seme occasions

In the following "pages some major varieties of Santal songs have been
discussed

Lagre Seren 1s the most common dance tune inflected by the Santals In this
dance “the women stand 1n one or more rows, keeping hold of eachother, inking
therr arms, while the young men, generally, only a few, ate in fromt of the women,
each with a drum capering Jumping, beating the drums and exhubiting them-
selves ™ (Op et 55) Regarding Lagre songs Culshaw states, “*A farge proportion
of the songs are spontancous 1n composition and therefore ephemeral On any
moon hght mght, when work 1s slack, the younger adults of a Santal village gather
together to sing the songs classed as Lagre and Parob most of the songs are
classified according to the rhythm of the type of dance or dancecycle with which
they are assoctated There are for example many different types of Lagre rhythm ™
(1946 . 66)

Some examples of Lagre songs are given here 1n order to assess the rhythm
of the song

Hor Kad Diku Kad
Sond Chéndom Emdth
Ench Da Chamdo Bam Emddinch
Matt Re Han Biti Re Han
Ench Da Chando Emanch Me
It Ge Chindo Sond Huy utineh

{You were ploughing the stony plot below the tank You must have been very
eager for the rice gruel You took up the goading stick and displayed 1t towards
me I got afrmd—perhaps you were going to beat me )

Not only this hght-tuned song 15 present in Lagre type, but we see different

other types of tunes 1a Lagre Santals are often seen to sing the Lagre songs con-
cermng natural conditions
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The cuckoo sings on the Pecpl tree at the end of the rosd
Summer 13 on

Bull frogs croak sn the tank below the vegetable plot
Rams are conung

Wnen tigers grow! on the low mountuns

We may clearly presume the hot summer days are in view §
Tigers po away to gher mount ung

That indicates the approach of ratas

The Lagre sangs are not restricted to such themes only but ofien contains
themes of their socal life also When the spriag appeard o the young hearts
when the young bovs and girls come claser to cach other n thete day to day
contact, and when they fallhn Jose with ane anvlher they sing

HMar Rhanad Fich Red
Tlngun Mese Fha Mant
Sed3i Reyo Adthdyan huli My
Har Ahanad Fich Red
Bdyanch Tingun Eha M
Sange Rege Jurt Merdd

(You are my life hiban
1 am your kfe Jiban .
Qur lives have been bound together, hban
As leaves neser fall from the date-paim tree
So 1 am not gong to rehnquish your mind ,
e would support cach other for ages)

In the year 18355 when the rebelhon (Huf) broke out amongst the Santats
aganst the British rufe the Lagre type of songs sptred the Samtaly pisch
to fight aganst the snjustice and tortuce they suffered from  The sebel Santals

used to sung

Saheb rule 15 trouble full
Shall we go or shall we stay”?
Eaung, dnnkng, clothing
For everythuing we trouble
Shalf we go or shall we stay?
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Sido, why are you bathed 1n blood?
Kanhu, why do you cry, Hul Hul?

For our people we have bathed :n blood,
For the trader thieves

Have robbed us of our land .

They fought so darngly against the British regime  With these native bows
aad arrows and tdngt, they created a tetror 1n British army Fear they dd oot
know, death they did not care

5ayd Chetin Kury
Lipir Liptr Sart
o Hayate Hild Aan Hipir Hipir
Rath Nahich Bagiben
Gech Gurich Chetben
Bangben Sahdo Leda Hiram Sikir

{We shalt eat, drinl. and make ourselves merry ‘This body, ths fump of earth wilt
not stay on  Life slidgs along Iike water on an arum leaf This body, this lump
of earth wll not stay on)

The second type of songs tn Group (1) is Pate which s also bnownas Dharna
Seren ‘The Pata Seren has a simpler tune and quite stmular to Jhumur *“The word
Pata Seren literally means songs sung at Pata festnal (1 e , Chattra Sanhranii or
Stber Gapan) but actually 1s ot confined to that occasion only These songs can
be sung at any time and atany place " (Bhattacharyya 1962 55) Though some
Pata songs depict Hmdu influence on Santal culture, this intrusion of Hindu
culture, the Santals Glterly dislike

Prkhuree Pittdre Babld Butdre
Chedd Hilt Han Ya Jang Kind?

R Bangkhdng Chehya, Hamar Bangkhdng Chekdvd
Dédam Baburey Hwamdng Ran

(Stuffing your mouth with betels looking now to night, now to left, wearing
Sars trailing along the ground—you Jhari, move about in the market place You
sing songs 1n the language of the Hindus You are such a fool that you do not feel
¥nax you are doandoming your réugton You smile at Findu youfhs Never do
you care that you are turming your back to the commumty You will move about
cawing like a market crow You will never get settled anywhere. I can see 1t with
my eyes}

The thied type of songs 1e, Dan, 1s one of the commonest types, and this
15 sung in 2ll social ceremonies as it is considered as one of themost popular songs
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“Owing to its hugh frequency there have grown up several sub-varieties—Sohorsd,
Dangud, Budln and Jhika” (Op it 56) Due 1o its diverse tune-structure, the
last sub-vaiety 15 often considered 2s a separate variety A few examples of Don
songs are gven below

.

T saw her n a dream and rose up

My mind wandered away,

Only the body was left behind

Besond the cattle shed and under

The cover of the Jim trees my mind

Moved onward-—to the spot

Where my beloved was

* . *

Inch Jurs Kury Hank Jinwdyon

Inch Krutim Kard Hank Bahuydn

Inch Krutum Chiole Bandi Hut ke Lagaoyen
Inch Ge Minayanch Bejurs Har

{The clouds are forming 1 the distant shy
Black clouds are rising up
Perhaps father and mother are going
To bring a dark son 1n faw for me)
- - * M
Five Mango leaves and a pot of »ater
1.do not know if you really sprinkled water over me
1 do not know if you really wetted me or not
But you made me a prisoner for entire hfe

* " *

Chlukite Kuutly Suntumana
Chikdte Mataham Rasdwdndn
Chikite Kard Machd Gajar Gev@
Clukdte Rurt Macl @ Chunkar Geya

(Yes, yes give me up

My parents will be hughly pleased
They will be able to setile marnage
Over and over again

But give me, throw over to me—
My maiden mund )
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Besides the above love and secial songs there are several types of
sung in several occasions Duning teansplantation they sing

In Jeth the wind
is comuing with the ramn .
Where 1rc you headman”?
Bring the two bullocks
Put the red one to the yoke
And we will plough
The field below the palm tree
. . .

Wealth Wealth

O Mother Wealth
Where was your birth?
I was born

In the soit

I was born

1n the splash of rain

The Santals are often called as the sons of the nature Thesr Jove for
often nspires them to compose Don sones n prasse of natuce

Baru Jhdrna Re Nakar Boha

Attr Marderate Rander Ak
Tab.r Taker Tianch St Leda

Dwrup Durup Tianch Baha Ledu

Bret En Torage Masat Ena

(The flowenng tree i our yard

Has produced flowers 1 abundance
We sneep the yard even at mdday
And 1n the afternoon

Sull the Powers continue to drop
Down an the ground }

Sohrac songs are songs the Santals sing at Sof rae festival which is one ¢
greatest festivals of the Santals  They deal with every considerable subyect
have got & lung melody and jiachng Eadance (Op cr  5T) Butmn S
song love and religion have taken more promunerce



FOLK-$ONGS OF TUE TRIBALS OF WIST BENGAL 65

Construct a bwlding and

Keep your heart therem
* . .

Aben Da Jury Kurl Attr Ben Hhsilee

Enchren Jurt Ben Hatdo Akan

Chetan Toldre Kamar Mendy Laar Toldre Sonhar

Sthart Kdy Tam Na Sanat Jans&ya

{(Dear lover, please do not take hold of my arm,
Dear lover, do not throw your arms across my neck,
1 have silver nng tn my finger
1 have 2 garland of sthver beads on my neck)

* . .,

My husband s sleeping by my side
My secret lover 1s lymng in want
Please go away secret lover

How can ) come out?

My husband stretches humself

Oner the flank of my Saree

He has interlaced hus thigh with mine
Please go away secret lover

How can I come out?

» . .
Chanak Chetan Re Tiro Sdyrehdn
Strs Muhdn Ye Muruh Sattekan
Muyruls Labte Ganch Lab Eng
Jurs Tahen Te Ench Ationg End

(Formerly you sard that you would
Retamn me for ten years and
Remember me for twenty years more
Where are those ten years?
Where are those twenty years”
You have abandoned me
Before the year 15 over)

. . .

As previously stated, some Sofirae songs have a religious background Some
examples of ntual Sokirae songs are given below

“To-day we have taken (ceremontal) bath
In the Duldah tank
Tomorrow we shall offer sacnifice
To Gods 1n the spacious pavilhon.™
-5
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Sohrae, Sohrae
1t was good while you were here
It was different while you stayed
Come apain 18 time
Joy, do not cry
Joy, do not mourn
On the due day come back

* * *
Father,
For twelve years 1s the festival
For thirteen years Sohrae
It goes away and wanders back
Lqyely as gold, father,
1s the ife of a man

* « *

Dahar songs have also much importance i Santal life These songs have some
mythological connections These also have some connection with the Sohrae
songs “When a group of dancers reach the end of the road, 1t 1s customary to
sing some Dahar songs and then start on the return Jourrtiey So also at the other
end of the road Thus an inttmate connection has developed between Dakar
songs and Sohrae festival and some are nclined to treat them as a vanety of

Sokrae songs™ (Op et 58)

“Moahug flowers come out hike claws

O the paws of the cat,

Sil flowers sway in the breeze,

When I collect them and

Tie up 1n my lap,

Nectar fall tn drops

It emuts 2 smell somewhat ke

Tash soup, somewhat ike Join juice ™
. . »

Nét Nare Narete

Bugite Tale Juing Jhunga

Jalite Gath Da Mayd G Sana

Nutu Kite Jam Da Natn Sibil

(Such a lonely place Even the stumps of

tree strike me 1 terror  The roots make

me afratd Everything here 1s against me

And then the young man on the *Mas Katar®
plot eating borling frog He looks menacing )
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The next important song s Bihd Baka songs are connected with the great
Santal festival, Buha These songs are sung at various stages of the Baha festival
These arc mostly ceremomal htanes A few examples are given below

Songs are gong on over the fence,
Music 1s being played beyond the courtyard
How can 1 attend now?
How can I go out”
Ay bracelets would tinkle when [ move,
My anllet would nogle
How can [ attend now?
How can1go?
The father in law 1511 the house .
The mother 11 law is at the door,
How can I attend now
How ¢can ] ga?
A lmp 1s burming within the room
A cord of hair 1s fastencd to the door
How can I attend now ?
How can L go?
. . .
* Music s proceeding m Lunga hulls
Bells are nnging ding-dong at Ghantaban
A\ hy 15 music going on now? .
Why are bells nnging now ?
Music 1s gowng on so that
Afen may assemble there
Bells are ninging so that
Men may assemble there
Why still music 18 going on”?
Why sulf the bells are noping?
Music s going on still so that
Young hens may be klled
Retfs are nnging suff so that
Castrated goats may be destroyed.

Br Serent hterslly means *Forest songs  “They are the vulgarest so1gs smagr
nable couched in Language of gross barbanty ard sccompamed by dances equatly
uncouth ard nibald  As the name indicates the songs are pat sung 1 the poghe
bourhood of human habeation but i the forests™ (Op et &0y Thesesongs are
generally sung dunng hunting festivals, atzendance of wom=n an which 18 stactly
forb dden  Bodding 1s of o on that the forest songs are mostly composed by
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the divorced women (1925 1I 152) From them young boys and grls learn
Some such Bir Seren are given below

‘Under the bushes

Which two are struggling

The girl has caught his chest

The boy 1s holding her breast

Boy and girl, they rock together
. * *

The ram 1s drizzling down
Take me boy, to the back of the house
If you care for me only a little girl
We need not wait so long
* = .
Under a tree by the rock
‘We spread a cloth and loved each other
Boy 1t may only be for now
1t may only be today
* *

“Grand mother, a pain

Is twitching 1n me

‘At the back of the house
You were full of your bed
And so your trouble came’
‘L will rear the child

If one will share ones sept *

So far we have discussed various types of Santal folk-songs wlich we have
chosen as the representatives of those tribals who are still conservative so far as
their culture 1s concerned , and through these songs we have seen that the Santals
stll ‘mamtain their own tradittonal folk songs They have still retained their
culture because of their keen feelings for their own commumity They do not hike
to dance and stng before the stranger nor do they hike to show their performances
outside therr own locality Through many songs they have expressed their deep
disregard for such behaviour, one of such songs 1s

‘We shall not go out for dance

In the field where “Ind Porob” 1s being held
- ‘We shall not dance

Before an assembly of other communuties

‘We shall dance ‘Don,’ “Lagre,’ *Baha’

And ‘Karam’ 1n our willage

We shall dance only in our own willage
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Not onty that they dislike to express themselves to outsiders or outside their own
world, but also they look 1n contempt when any of their own tribe do so They
hate to see their girls become show-girls

Pukhuree Putare Bablg Butare
Chedd Hili Hanm Ya Jong, Rind?

Stuffing your mouth with betel,
Looking now to right and fiow to left
Wearing Sart traifing along the ground
You Jhan

You sing songs 1n the language of the Hindus
You smile at Hindu youths

Never do you care that

You are turning your back to the community

B ORAON FOLK SONGS

But somewhat reverse condition 1s visible among another section of the tribals
1t 1s often seen true that “when a group of migrated people scttles tn a new environ-
ment, 1t gradually accumulates values and traditions which on the other hand
slowly replace their oniginal traditional behefs and customs etc This process 1s
further accelerated 3f the migrant group breaks off connection with its parent
stack living 1n their original habitat ” (Das & Raha 1963 v}

This sechion who are mainly migrant, live 1 the mudst of a Jarge group of
people belonging to a different caste for a long period, are directly or mndirectly
forced to lose thexr own tradion and to adoept the coliure of the donunant local
people And due to this adaptation in their manners and customs language and
tradition, a bright reflection of the cvlture of the dommant group can be noticed
for example 1n the Oraons lving 1n the Sunderbans (southern part of West Bengal)
areas In thus estuarine area they came as labourers about a century ago to reclaim
the virgin forest and later on settled there as agriculturists There they live “surro-
unded by a2 rumber of mnfluential Hindu and Muskm castes and commurmties,
from whom they imbibed a number of new traits gradually They could not avert
the infl of the castes and as m covrse of time
they ceased to have any ethno-social relation with their kinsmen of the Ranchi
area™ (Op ent)

Tt 1s a fact that the Oraons of this area unhke the Santals of the Western part
of Bengal, do not s:ng and dance regularly but on occaswons, except a few young-
sters who are seen walking gaily through the village path singing exther some
light folksongs or filmsongs or some popular Bengali songs Songs do not play
important role in their Lfe unlike their congeners lvang 1n Chotanagpur or unhke
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the Santals Thisis mamly due to the (2) mfluence of the local Hindu people
who according to these Oraons, do not ike them singing and dancing always and
{b) absence of bachelors’ dormitory or Dhumhurid n the Oraon villages of
Sunderbans areas Dhumhuri@ or Jonkh Erpd, the bachelors’ dormitory s
considered as the traiming centre of the traditional moral and culture o a Oraon
wiltage of C where the boys and grls assemble every
evemng, get traming, and sing and dance Probably these are the main reasons
why the songs and dances have not been developed much among them However,
these Oraons, as they have forgotten their own language Aurukh, stng songs erther
tn Sddr: (which 1s a mixed language of Bengah and Hindi) or in Bengali In the
forthcoming pages we would discuss some of the important folksongs of the Oraons
of Sunderbans

In the month of Bhddro (Aug-Sept) some of the Oraons perform Karam festi-
vals when they smg Karam songs These Karam songs are sung both in Sadr
and Bengali Some of the examples are given below

Eig Etd Jaod Kiad Kid
Jdod Jéod Jagala Mor
Dhéna Bohurd re
Etd E1d Jaoa Kid Kid
Jdod Jaod Jagala Mor
Gaham Bohurd re

(Which are these seedlings?

‘These are seedlings of paddy which I planted
Which are these seedlings?

These are seedlings of wheat, which I planted )

Duning this Karam festival the house-wives and those who lve far away from
their near ones are eager to meet their relatives—they count days for the long-
awarted meeting,

Parilo Bhadro Mas

Lagila Nat-ara Ash

Ratidin Keho Na Dekhdy

Mor Pran Jdya

Bhador Chalila Skirdya

(The month of Bhddro has come
T'have no other destre

But to see my parents

1 see nobody in day and mght

Lam getting tired

The month of Bhddro 15 going away)
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A very important part of Karam songs 1 Sunderbans areas has been occupied
by Jhumur songs These Jhupmr songs are mamnly based on mythological stones
or some religious themes like the Kirtans of Bengal, though some Jhumur songs
also depict social and famihal affars Itss a fact that the Oraons of Sunderbans
know very hittle of the Krisna-Radha affairs of the Hindus, still Jhumur songs they
sing, arc highly mingled with this affair The Jove affatrs between Lord Krusna
and Sri Radha, the devottons of the Gopas and Gopimes (cattle keepers) for Lord
Krisna are clearly visible sn these Jhumur songs

Akkerd Bandang Ken

Sabere Deotd Dhart

Basanete Bandlulen Brajanari
Modhubane Jhumar Liglo Bhdrt Bhary

(Furst of all paying homage

To all the detties

The maidens of Braja

Started Jhumar sn the Madhuban)

Pyar Naile Hriday Juale go
(Amar) Radha Naile Hriday Juale
AJ Bichhia Rusum Tulid Bane

Na Bujhid Mala Ganthil Rene

Ay Champak Baran Badhan, Buodii
Uday Hala Chémpak vl go
(Amary Radha haile Hriday Juale
Baldere Bhar Subal Akule
Auldye Rupe Bishari Mile

Ore Tore Haba Par

E Bhaba Sansir

Ral Tarani Lne Dile,

Pyir Naile Hriday Juale go
(Amdr) Radha Nale Hriday Juole

(My heart burns without love

My heart parches without Radha

Why hase you made a gatland

Wath Rowers chosen from the garden

1 amagine Champaka hike Binodimy

Has appeared within the Champaka flower,
Brother Subal, teft them that

1 shall cross this Earth
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these songs are sung in prase of Karan festival Some examples are given for
iltustration and comparison

Tod?y come Karam

And was grand 1 the stream

Karam, to-marrow yau wall go

To the banks of the Ganges
» - *

Karam 1s coming

Shaking 1ts heanches

Shaking, shaking

Shaking, shakimng

Mother, 1t comes

To ask for the o1l

To ask for the scarlet

To ask for the oil

To ask for the scarlet

In the month of Mégh (Jan-Feb) or at the time of performing the post funeral
rites, some Oraon families of Sunderbans perform Sadhudli or Sabdi, in which
Sidhus (asceties) stng Sadhwall hymns  These psalms are mamly composed i
prase of different great Hindu gods such as Nardyan, Sna, Brahmd and others
These songs are composed either 1n Sadri or 1n Bengah

.
Ahn Ho Santa Sha
Cha i Chhirt Bausu
Hiy@ Rakhale Bichhdye
Siba Nardyan Guru Kahe, Samojihe
Siba Nardyan Phirdt Sansar
Ahu Ho Sama Shi
Choukd Chhdrs Bausu

(Hear, O you peace-loving sages

Come along and sit here keepang your

Broad mind open

Yhe Guru {Master) says,

Siva and Nirdyan mantan this world,

Realise 1t )
» .

O hear the glory of Swva

O hear the glory of Nirdyan

Siva-Nairdyan have created this land
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Through the beauty of Radha
When Ras witl brng the boat )

Besides the Yove epwodes of Radha and Krisng Jhumir songs are also composed
on stores of different Hindu epics An example from Ramasan, the great Rindu
epic, 18 given below

feshalia Dhum Dhuny Kande
Kosholva Ram
Baly Hawe Haire Hdr
Bharat Nirpan Re Bhdt
Hasdls Ayodfyapurt
Rapt O Chalala Banabase
Balt Hawre Hare Has

{Alas Queen Konsallya weeps with behevelled hawr
Ayodhya has lost Rama, brother of King Bharata,
Alas Ram 15 gong to the woods i exile )

The social and famltal affaiss, as previously stated, alkso take shape 1 Jhumur
songs, an example of 1t 1s

Nahi-arg Jabo Rake

Cheurd Mot Autal R
Seh Cheura Dhan Mesa Dili
Nahi-ara Jar Nav Dulai

Bali Hare

823 Nl &ra Jor Nar Dildt
Nahi dra Jabo Rdihe

Tela Kere Luhiit Dilar, Haire
Nahi arg Jas Nat Dila

{1 have pounded chapped-rice

So that I can go to my father’s house

But some one has mixed paddy into it

Alas, T am unable to go there

Thave purchased o1l to take to my father’s house
But somebody has ludden that o1,

Alas, L am not alfowed to go there )

Both1in theme and text, shythm and Yanguage, the Aaran songs sung by the Oraons
of Sunderbans duffer from those sung by their brethren i Chotanagpur where
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these songs af¢ sung n prawse of Karam festnal Some examples are given for
tllustration and comparison

Today come Karam

And was grand in the stream

Karam, to morrow you will go

To the banks of the Ganges
* * *

Karam 1s coming

Shaking 1ts branches

Shakng, shaking

Shaking, shaking

Mother, 1t comes

To ask for the il

To ask for the scarlet

To ask o1 Ahe od

To ask for the scarlet

1n the month of Mdgh (Jan-Feb) or at the time of perfornung the post-funeral
fites, some Oraon famulies of Sunderbans perform Sadhudii of Sabdr, i which
Sadhus (ascetses) sing Sadhudl hymns These psalms are mainly cemposed in
pratse of diffesent great Hindu gods such as Nérdyarn, Sha Brahma and others
These songs ar¢ composed etther in Sddrt or 1n Bengald
.
Abu o Sdnta Shi
Chaukd Chhars Bausu
Hna Rakhale Bichhdye
Stba Nard@y an Guru Ralie, Sawiojahe
Stba Nardyan Plurdt Sansar
A Ho Santa Sha
Chouhd Chhdrt Bausu

(Hear, O you peace-loving sages
Come along and sit here \eeping your
Broad mind open
The Guru (Master) says,
Siva and Nardyan mamtasn this world,
Realise it )

. . .
O hear the glory of Siva
O hear the glory of Nariyan
Stva-Narayan have created tus 1and
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Siva Nardyan are maintaining this land
O you all hear the glory of Stva
0, you alt hear the glory of Nardyan

In the last day of the month of Poiis (Dec Jan) the Tiisit festival 1s celebrated
by the Oraons of Sunderbans Probably thus festival has infiltrated m this area
from Manbhum, Birbhum and Puruha districts Though thus festval 1s maily
for the women, sull young boys also take part in 1t by singing, dancing, beating
drums and playmg flute Womenfolk mainly sing Tiisit songs “These Tusu songs,
containing the elements of joy and pensiveness, display a key-note expressing
a muxed outburst of satiety and discontent Tusy 1s regarded as one of thewr own
people, as daughter , through songs about her, they try to express the sorrows
and joy of their own life and activities ” (Op exr 323) These songs are all com-
posed 1n Bengali In thedawn of the day of festivity they start singing Tils# songs
after paying due homage to her

»

“Ogo Tisit Mom
Nom: Amt Rangé Charan Dukhanm™

(O Tusy,
We bow at your beautifully coloured feet)

Tisit they think is 2 little maiden who lives with them 1a their poverty stricken
hfe Shelives with them 1n their mud built house broken and distressed 1a condition,
suffers ternbly doring summer, rain and winter

Achil Ditdm Pachil Dilam
Darja Dué Pirlam Na

Jharjharia Jal Chheddtlo
Bhylo Tusir Bichhand

(I have fenced the house, made walls
But could not fit the door

‘The ram entered through it

And drenched the bed of Tusu)

To. ik, & eandieen, Thes godually mows wp Wian $ie v wnesteh grown
up she 15 sent to schoel for study

Eksho Taka Dusho Takd
~  Tinsho Takar Bar Hate

Amar Tusu Likhte Jibe

Engrap Kalom Hate
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(Taking books costing hundred,

Two hundred or three hundred rupees
and a fountain pen in hand, my Tisi
will go to school for study )

Tusii gradually grows older and older In her course of life she comes in
contact with so many wonderful things She 15 quite astomshed when she first
vistts Calcutta, the wonderful ity

Path Chherede

Path Chherede

Tusik Jabe Kolkard
Kolkatate Dekhe Eldm
Lohar Khute Bagh Bandha
Ex Baghe ki Afdnus Dhare
Delhbo Bigher Tamasd

(Guve way to Tasi

Give way to Tiisit

She will go to Calcutta

In Calcutta 1 have seen

A tiger s tied to an won rod
Does ths tiger catch man? o
1 shall see the fun)

Tiisit 1s no more a child She has felt the ecstasies of youth. She 15 now
conscious of 1t She likes to enjoy the new destiny of hfe, the wine of youth

Birir Dhare Phul Gachhtdi
Phule Jhatpay Korlo
Shesrite Kokl Diké
Tusur Monta Bhulalo

(The flowenng plant near the house

Is bending with the heavy load of flowers (¢ ¢, youth}
In the late might, the cuckoo coos from the tree

And this decoys TisiF's mind)

She has reached her marnageable age Her parents think of ber marnage
and settle st The groom comes from a distant village and Zisii gets marned
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D Kije Mas Kafe,
Rat Je, Kate Na Re,
Ghare Mon Lage Nare
Biha Bara Sadh Lage Re

{Day passes anay

Month passes away

But the night does not pass

I cannot set my mund at home
1Dhke to get married )

Gradually this desire becomes true The marniage s settled The arrangements
are made The sound of wedding music ts heard

The music ts heard 1n the village
To-day Sahadev 1s gotng to marry
Rub your face with powder, Sahadev
Dress yoursell new, Sahadev

Your are going to marry to-day.

Thus Sahadev goes to the bride’s sillage for marnage The wedding procession
gradually reaches nearer the village Youngsters asks their elders :
"
Mago Ma, Nadir Dhdre
Kiser Bdjana Bapchhe?

(Mother, what 1s thus music at niver side 7)
The elders answer
Rijar Betd Biha Karite Asichhe

Téri Bajand Biychhe

(The Prince 15 conung to marry
The music of the wedding party 1s heard }

After marnage the bride leaves with the bride-groom for s wvallage 1t1s pawnful
to the relatives of the bnde to bid her farewell

Jatadin Bhaier Ghare
Tatadin Alo Jualiio Je
Ebgr Phalm, Andher Holo je
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[ So long you were 1n your brother's house,

The house remamned well-ht

Now Phala, (as you are leaving you brother’s house)
‘The house 15 steeped 1n darkness ]

The marnage songs of the Oraons of Chotanagpur are quite different from those
of the Oraons of Sunderbans This difference lies not only in language but also
1 theme and rhythm For illustration an example of Oraon marnage song of
Chotanagpur s given below

Khowndrka Kannan,

Hia, Bharyare Sendra Tonka
Chitra Makan Laoage

Hoa Bhasyare Sendra Tonka

(The arrow brought by the son’s briu.
Do take 1t to the hunting ground

To kill the striped deer, brother

Do take tt to the hunting ground )

Love songs have also an important share in framing the musical aspect 1n Oraon
society of Sunderbans The young souls who have not yet tasted the essence of mar-
ried life but feel the ecstasies of youth, often sing love song  Beside ther own
composed love songs they often sing popular Bengah Jove songs or love songs of
the popular Bengali fitms However, some of their self-composed love songs are
gwven here for allustration

Nadir Pire Danklun Dhare
At Sonar Chdnd Bhdstchhe
Boydrmanr Phalntd je
Buké Amar Nachichhe

(The golden moon 1s floating
1n the south of the river bank
Phalm of Boyarmar: 1s dancing
10 my heart )

The rain has come

The rain has come

My house 15 empty

How shalt 1 spend the rainy days
My love, without you?



80 FOLRMUSIC AND FOLALORE

A1 Ganger Dharer Ralo hemit
Amar Pran Mojailo

A1 Kanmanr Ralo Kemh
Amar Btk Bharailo

(Dark hamh by the side of the rver
Has overwhelmed me

Dark Kamh of hanman

Has filled up my heart)

So 1t1s seen that the falk songs in the Oraon society of Sunderbaps has changed
much 1n s structure theme and rhythm It 15 clearly wisible that a finer
touch of Bengali culture has remodelled these aspects of Oraon folk songs and
as such a mixed expression of their tradition and the regronal influence character
1ses the present day Oraon songs Finer theme and more inclipation to consequen
ces are the charactenstics of the present day Oraon folk songs of the lower Bengal
So 1n the folksongs of the tnbals of West B=ngal persistence and change
of tradition are clearly visible Where the change 1s noticeable 1t 1s due to thein
fluence of the Jocal ethmc groups who are mostly the Hindus Besides modern
entertainment sources wi> radio ¢mema ete have alo exerted influences on their
songs The hitened and more s section of the tnbal populace
are gradually inclining towards modern songs specially to the film sonss and
this has a great repercusston on the folk sones and folk music of the tribal world

whuch 1s making them gradually 1n their own trad 1 sones
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BANAM One string Santal bowing instrument, accompanying therr sougs
and dances Body from coconut sheff, sith skin coweriag, bamboo ueck,
wooden bridge Bow from specially shaped bamboo strip and Sisol (finear) fibre



THE TOTOS, A SUB-HIMALAYAN TRIBE
THEIR LIFE AND MUSIC

CRaru CH SANYAL

The extreme north of-West Bengal districts, formerly known as Ksrita Desa, are
now the abode of many tribes Some of them came from Nepal or Bhutan some
from ancient Kamboya sttuated at the junction of Burma and Chma~—the Bodos,
and some from the south and west Thus a umity 1n diversity has grown wp, a
synthesis and a mixture of cultures has been the result St a section of them has
preserved the old mahners and customs and from this section the ancient culture
can be sought out One part 1s completely trinsformed one partisinthe process
of teansition and oné part retains the old form But there ss a harmony of
contrasts
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Tam

a small My lod tribe g of nearly three hundred
and seventy individuals Living at the junction of Indiz and Bhutan withuin Madarthat
Police Station junsdiction of the Jalpatgur: district 1n West Bengal—the Totos—
who have retained peactically the whale of the enginal customs but ace already
embarked on a process of transition They are markedly a distinct 1solated tribe
and gefuse to Jeave ther own termtory  They are found powhere else in India
When 1n 1946 1 went to their colony I had to trek seven mules thraugh deep
forest and over dry nverbeds strewn with pebbles  They hive on three small hullocks
cafled the Tading Hills, 1n about fifty huts To the east the river Toorsa flows by
Theur huts {shz) are made of bamboo bt on stits and thatched with grass The
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flaor 15 made of split bamboo  Only one room serves the purpose of sleeping and
cooking with a smatl hole on one side in the floor to serve asa privy A Jarge sphit
bamboo extension throughout the whole length of the room serves as a parlour
There 1s no regular sturcase A thick plank notched at places to anchor the feet
(karbu} placed inchned from the carth to the floor serves as a staimcase At might
1t 1s covered with a plain plank (Aaibu tumb@ kampi) to ward off the carnivorous
denizens of the nearby forest by preventing them from gowng up The lower part
of the house 1s for the pigs and the birds  The human excreta thrown on the ground
through the hole 1n the floor of the upper chamber 1s at once eaten up by the pigs
and the birds below and thos a natural scavenging ss effected  No water s used for
washing It 1s done by wiping away the parts with leaves that are stored close by
Still the room 15 not unclean and there 1s no stink  Therr bed conststs of a reed mat
and 2 jute mat cover In winter a cheap woollen blanket {5 drawn over the body
There 15 no pillow and no curtain although are abund:
They have no well for drinking water They carry water lhmugh half sphit bamboo
drawns (okd) supported on stilts, from springs near or far They store water i Jong
bamboo tubes (god-d) They do not bathe nor wash their clothing They do not
hunt They eat putrefied meat from ammals hilled by tigers 1n the forest They
simply boul coarse rice (md), maize (shang:d) or mllets (ma b&) with thus meat with-
out any condunents and take them with salt 1 saw them cooking and the stench
from the pot was unbearable But they relsh this food Probably for this reason
they suffer from a skin disease Yaws They kil cows buffaloes pigs and hens
They can milk a cow or a buffalo But they do not drink mulk It 1s given to the
pigs to fatten They are addicted to home brewed wine (u) made from nce, mawze
or mullets This 12 a must for them They call therselves Hindus They worship
Mahakat and Mahakal: (ishpd) Mahakall 15 represented by two drums installed
i thewr temple  They also propitiate ghosts esther kind or karmful to them  During
the worstup of the Mahakali they kill cows, pigs cocks and hens In all other
Ppujas pigs, cocks, and eggs are offered  They are divided 1nto twelve clans or gotras
but all ive together Their dress (angdung) 1s home spun and hand woven cotton
The males wear two pieces of cloth, each 5 X2} one round the waist and the
other round the body making a big pocket 1n front of the chest where titbits are
kept The women wear four pieces of sumilar cloth, one round the waist hanging
up to the knees, one round the warst to heep the lower garment tieht, one round the
body and one over the head Their marnage 1s negotiated by the elders When
the marnage 15 settled the gul comes to Lve with her prospective husband and
regular marnage 1s solemmsed only after she 15 pregnant and not before The
guel lives 1 the house of her husband  The fanuly is patriineal They never marry
any other than 2 Toto Any one doing 50 ceases to be a member of their society
‘Their language belongs to the Tibeto Burman group
When I first saw them 1n 1946 they could understand Nepal and a ltle Mech
lapguage, with whom they always came 10 contact When I again visited them 1n
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1948 they could with difficulty understand a lntle of Bengal: Then they were
fearning to bathe and wash their clothing One of them was proud to say that he
bathed orce a week  When again I was with them in 1952 they could speak broken
Bengal and understand 1t much better After erght years 1n 1960 when I agam
visited them I could go to their colony 1n a Jeep An unmetalled road was made
1n the meantime by the West Bengal Government  An agnicultural farm was esta-
blished and they were being taught ploughing of the land with bullocks instead
of the jhoom (that 15 slash and burn culuvation) that they had practised so long
During jhooming they go through the powdery ash after cuting and burmng the
Jungle stabbing a hole here and there with machets and dropping 1n whatever
seeds come to hand Even now this practice 1s not fully given up Sugarcane was
grown and some Totos were found chewing the sticks and relishing the sweet
Jumce Vegetables (btra'erbl’) were also grown and the Totos were being taught to
cook and eat them I saw one flat bean (Suna Dolicos Labtab) creeping along a
‘bamboo lattice A wooden plough (chu) was also found A wooden husking trough
(sing) with a wooden husking handle {(dibrung) could be seen  Stone mads crushung
discs (eakoi) were also being used I saw a large number of areca nut trees grown
to help the Totos economucally as their old orange orchards died away The
old headman Dhanapati with his frniends Logonghsé, Chong pongshé, Tunka,
Amepa and Subba came to see me They were my old friends Amepa was then
the headman after Dhanapat: 1 was sorry to hear of the death of the high priest
(desaimtd deist b&) Nurechang be Subba the second priest (chiume-deist b&) be-
came the high priest Gargapa, whom I saw as a mere pica back baby tied at the
back of her mother, appeared before me weanng khaks shorts and a half shirt

He was a gentleman at Jarge  He had changed hus name to Dinesh My Toto friends
told me with pride that they bathed once eventwice a week and were using wash-
g soap to remove the dirt of theur clothung I entered Dhanapati s hut and was
delighted to find two metal pitchers (gangru) for keeping drinking water These he
had bought from Ramjhora hat about seven miles away I went through the village
towards the market consisting of only three shops To my dismay I saw a few huts
completely burnt down Iheard that a few days before my arrival a fire had broken
out and the villagess hadbeen helpless spectators of the destruction of their houses
as there was no arrangement for extingwishing the fire, and water was not
plentiful They said, ‘shd ong pr ma,” meaning thereby that all houses were burnt
m the fire Next I went to the Mahakali colony (da Koskd) Here all the Totos
confine themselves for one month duning the puwa of Mahalali That was not the

season of worship and the colony looked desolate A small primary school Just
started was there, but literacy could not make any heidway

X was happy to see that the Totos were not hept as hiving museum specimens
Attempts were being made to bring them closer to the Indian community as & whole
1 hear that by 1967 further progress has been made 1n this direction
Unlike the hull tribes 1n general the Totos enjoy songs very httle During therr
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Mahakal: pust they sing a song the language of which appears to be the oldest
form Itss this

The Song  Mahdkal D& K&
Gas Gau
Tard Mara Do Ko
Lupu Pa Po
Golé Be Ru
D63 Chouje

Free translation  Mahakali you are great
‘We bow down to you
You are all powerful
Be pleased on us
‘Take our meagre offerings and bestow your blessings onus
The Totos have a song to be sung duning the culvation of their crops It appears
that some words of the Nepalese have intruded into their language

The song . Saipng Zévma Sangjo ta zido
Ipadé tumd ichung, ipaido hegdgo
Tuma chung kézdgo ima dayong zdmii
Laizugo chumbé ningke tdyako
Nadd za@1 pu laimo fengkd leizago

Free translafion Thus day we are again gowng to sow the
millets (Kaon) Our httle sprouting
Kaon chldren (plants) are all dead
(due to drought}) Oh the gracious
sky be pleased to give us some ran
so that our little Kaon plants may come back to life

KALE SURO SONG

Ths 15 probably taken from the Bhdt Tikd ceremony of the Nepalese when the
sisters smear unboiled rice on the forehead of therr brothers This 1s a hull editron
of the Bhratridnittya ceremony of the south Bengal Hindus The Totos sprinkle
unboiled rice on the god Kalg Suro and then on the face of their brothers In
doing so they sing as follows

The song  Téré mord Kale Suro
Sérza dand
Ishma phaizi champ
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Toré morg
Chéchro plchot

Tors Mard are sometymes sung as Tard Mara,

Free translation  You all powerful god Kale Suro
Take our greetings
‘We sprinkle thus holy rice
On you the powerful and on our
brothers
Be pleased on us

‘When I visited ther Totos 1n 1946 none of them told me of Kale Suro puja.
Probably 1t 1s a later addition



A BRIEF SURVEY OF NEPALESE FOLK
SONGS AND DANCES

M M Gurung

The Nepalese are a mixture of many tribes and races Pach tribe and race has
1ts own language, social tradition and cultural heritage The rustic folks who live
m the 1solated hamlets surrounded by the difficult hulls and the rivers have preserved
their different social traditions and culture 1n the language of music passing them
from generation to generation through direct learning With ‘Al the differences n
the forms, patterns and fanguage of the folk music of these different tribes, the
basic character remains the same “Balun”, “Sangint and “Bhajan” belong to
the high caste Brahmins and Chhetris “Chebroong™ belongs to the Limboos
“Dhamphoo’ 15 the music of the Tamangs “Khukhuray,' “Gormu” and “Reb-
fooh™ are dear tothe Sherpas “Hakparay” and “Lasban’ belong to the Rus
{Kurats) “Lakhay” and ‘“Yatras” 1s the monopoly of the Newars “Rodi Ghar™
a hut erccted for a social dance 1s only dear to the Gurungs

Besides there are other songs relating to sowng, harvesting and seasonal
changes which are sung in “Parbatay” the common fanguage of all the tnbes
“Asaray,” “Mangsiray,” “Rusia” and “Baramasay” etc arc sung m different
seasons *

To the rustic folks no matter to whatever tribe they belong to, the month of
“Sawan” 13 sacred They believe 1t to be the month of meditation and quetness
No socual event including marniage takes place m the wllages It 1 agunst social
tradition to play any musical instruments during the month because the rustic
folks believe that the gods descend down from heaven to have their annual rest
underneath the earth during the month To disturb the resting gods by merry
making 1s to mnvite curse upon the crops which are nipening

The rustic folks look upon the earth, the sun and the clouds with awe and
reverence This sentiment 15 depicted sn the following “Maroont' song The
raga 18 "Biram” the most beauniful of alf the ragas of “Maroom™ or **Madal »

“Hark ! the clouds black and foamy
thunder sn the East,

Behold | here come the rans,

To the sun we shall offer
the sandalwood of pinkish hye,

To thee dear mother earth !
We shall offer the garland of pearls ™
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The “Maroon® or “Madal™ dance 1s dear to each and every Nepalt no matter
to whatever caste or tribe he belongs to The “Madal™ 1s an oblong shaped drum
simular to *Mirdangam” but a bit shorter in size It has two different “talas™ on
both sides The “Marooms™ are the dancers who are males but they are attired
1n female costumes and are adorned with the otnaments of the females The
“Dhatwaray * (clown) represents the Sva The Madal is the main musical tnstru-
ment for the performance of the “Marcom™” dance It may consist of any aumber
The beats of Madal play different * talas’ and *layas™ according to the ragas and
ragins of the different songs According to the sayings there are thrty six ragas
and ragius but the main ragas are—“Sasi” which describes the ongin of the Madal
and 1s sung 1n 2 very slow tempo  This 15 sung before the actual performance of
the dance The “Biram™ ;s normally sung in the twilight eveming “Khiyal,”
“Tappa,” “Garra, ' “Laharay tappa,” “Khiymta, > “Samala,” “Churks,” “*Buvas,”
“Juhar batti,” “Sorot:” and “Byaya Bharat” are the other main ragas The
latter two are actually epic poems and the dances are performed on an exclusive
demand only “Soroti' and “Vyaya Bharat” are dance dramas

The other musical tastruments played with “Madal™ are the cymbals, the
flute and the gong

The “Maroons™ dance is a religious cum social dance As the month of
“Sawan’ departs the llting music of Sahana 1n raga “Sanjay Kal" echoes alt over
the sailent hulls  Thus 1s actually a message to the villagers to announce the departure
of “Sawan" and to welcome the month of “Vado ™ The rhythmic beats of Madal
suddenly come to life 1n the stiliness of mght somewhere 1n the village The rusuc
folks now reahse that the’zods have arisen from their slumber beneath the earth
The marigolds have bloomed and the fields smile with a whispering sound 1n the
‘moonhit mght

As “Dasar® (Dashara) approaches bringing with 1t afl the smiles of lfe the
beats of Midal are heard all over the village Joy and happiness fill the hearts
of the rustic folks The married away daughters come from afar to have a
famuly reumon bringing “Kosayli* (presents) to their parents “Malsin™ 15 sung
to the rhythmic beats of madal ,

“Glory to Goddess Bhairabi ! Goddess of the Gorakh
Please do appear O “Kalikay™ !

Sacrifice of goats and buffaloes are made to appease the Goddess This
{estive oeeason ends mernly As the mamed away daughter departs towards her
home, she offers marigold flowers to her brother This means an 1avitation to the
brother to the house of the sister for “Bhas tikka ™

As already stated the Maroon: or the Madal dance 1s a social cum religious
dance Though the Madal songs are sung from the month of “Vado™ 1t 15 against
social and religious traditton to perform the dance before the Lakshmi Pyja
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Lakshmu Puja, the festval of hightsisthe greatest, dearest and merrtest of ail the
festivals to the Nepalese The huts are decorated with marigolds and the walfs are
painted with red soil and fresh cowdung The cows are given specral food and
they are garlanded with mangold flowers The mother of the house put #lak on
the forehead of the cows with “Diyo™ and “Kalas ™ In the twilight evenung of the
“Lakshmi puja™ the young village matdens gather under 2 *Pipal * trge and as the
first lights begin to be Iit they go from house to house singing “Bhailo™ the message
of “Bali Raja™ whom they believe have come to the earth above from the “Patal
Iok™ after a Jong evle The *“Vailinr™ song resounds all over the peaceful dales
and the valleys

*Vailims™ have come to your courtyard,
at thus might of the “Aws”  *
So O mother ! of the house
clean and sweep all around,
because 1t 15 ‘Awsy’,
the sacred night of the cows
“Dhobs” and “Tehs” {beggars) come always,
but those who have come to might
are the Vatlims
We have not come by our sweet will
but such s the wish of the “Bali Raja °

At this very moment men folks gather at the holise of the “Guru™ for opening
the “Maroons” dance The main performers take to fasting for thuis purpose With
the chanting of the mantras the *Guru™ begins to play the “Madal "1na slow tempo
and different 1tems of decorations are put on the Marooms onc by one with the
chanting of songs The Gury then plays the “Madal' rapidly followed by the
others—a signal to start the performance They also break the fast at the moment
As the party reaches the house where the dance 1s to be performed the Dhatwaray
(clown) fixes the “Trisula™ which he carnes all along, at the courtyard of the
house and sings the following song

“From the East hath come a yogt
Behold ! he hath seated before the sacred fire
O mock lum not ' because he 15 a yogu
It was writ 1 yester Iife
Iis fate by destny ™

The singers then begin the “Sasi * or “Sakiu™ wherein the onigin of the Madal
1s narrated They also invoke the spurits of Siva, Parvati, Bishnu, Knshna and of
the gods of heaven and earth and offer the performance showing respect to them
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The Marooms move their hands and feet according fo the tala and laya of the
vatious sangs swieling round and round n deep pensive mood The Dhatwaray
keeps alive the spirit of the audience by cracking jokes and dancing to the tune
of the music

The songs of ““Biran: * are generally full of pathos The tune 1s sweet and sung
stowly The following s an 1astance of the “Biram” song

As I went down
T did behold a mangold seedling
It was 50 tender and 1t was so young
As I came up,
1 did behold that 1t had changed
and had grown a lovely bud
As I sat 1n meditation,
1 did behold that it had blossomed forth
mto a lovely flower
Alas | but who would adorn
this lovely flower?
. My beloved 1s away tn a distant land
I ¥ pluck, 1t would droop,
If I keep 1t, 1t would fade and decay
Alas my poor fate !
My beloVed 15 away |
Weep not O sister dear !
when your beloved returns
I shall bloom again
Your youth may go away
for ever,
But the youth of a flower
1s forever
Hence adorn me 1n thy hawe
I shall bloom again

As the mght deepens the Madalays sing the “Khuyali”

“From yonder the Himatayas peaks
flow the seven nivers
1nto the sea
O alas 11 could not even a pitcher fill,
O what fate awauts me !
Here 1 die before my youth has bloomed »
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Another wnstance of “Khiyali*

I'shall tend and I shall reap
the field of the queen

But O Ye cruel clouds | why don t you break?
let the rains come,

I shall be able to see,
the land of my parents

One of the most enchanting songs 1s the “Bivas  This 1s sung when the light
of the dawn begins to appear

Hark ! the doves are coong
and the cock 1s crowing
Behold ! from the East
the light of the dawn descends

This song further narrates the pathetic tale of a parr of deer who are beng
chased by the hunters

The male asks his beloved to hurry as they run for thewe lfe He says that
he has dreamt a bad dream the previous mght about her She was found steeping
1 2 well of blood Being pregnant she cannot keep pace and 1s vitimately over-
powered by the hunters  She 1s hut by an arrow and diew by the wound He weeps
and wails over the dead body of the belaved The hunters happen to be Rama
and Laxman The pair of deer happen to be a prince and princess cursed by an
angry nishe long time ago  Rama hfts up the curse and they two go away happily
with the blessings of Rama

They sing and dance from house to house until the advent of “Fhadast’
when they again gather at the house of “Guru  for the closing ceremony Ina
simple solemn ceremony the spints of the various gods of heaven earth and
seas are invoked They ask thar forgweness for any error they have made
m the performance of lhe dance \Vuh the chantmg of the following song the
the “A * are taken out one by one

aand

Wipe out the vermiion from thy forehead,
O Maroom ! thou shall put 1t some other day
Uncover the veil that covers thy head,
thou shall wear 1t some other time
Take off the bodice from thy body,
thou shall wear it some other time
‘Take off the bangles from thy wrsts,
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thou shall wear them some other time
Take off the necklace from thy neck,

thou shall wear 1t some other time
Take off the anklets from the ankles

thou shall wear them some other tme

As the last item of ornaments 15 taken out from the body of the Maroom,
the Madal beats ly to the to be closed The beats
of Midal then stop abruptly All singing and dancing come to an end
The wllage folks who have gathered to have a last ghmpse of the scene depart
quretly towards home with a pangin their hearts  An utter silence seems to pervade

the echoing ills In the sullness of the might the rustic folks seem to understand
the meamng of Life




SONGS THAT GROW OUT OF A LEGEND
MAHUT SONGS FROM GOALPARA

NIHAR BaRUA

THE LEGEND

A mountain stream comes down throuch the dense forests of the Bhutan hulls
Once upon a time 1n a small hut on 1ts bask hved Jayanath a Brahmin, and Jaya
mala, hus beautiful wife  Jayanith earned hus Iiving as a priest conducting religious
ceremomals Jayamala spun the Porta the sacred thread, of her spinmng wheel
‘The Brahmns 1n the neighbounng willages bought up all the thread she spun
What they thus earned was enough for the Brahmin and tus wife The food that
they could save they seattered on the banks of the river to be eaten up by the birds
and the beasts In return the wild creatures of the forest brought them honeyed
fruits, wild roots and edible leaves Her husband s deep love and affection for the
wild these were the pl of Jayamala s hie

Thus even tenor of thewr Life was disturbed when Jayanath was called over to
conduct the last rites of 2 rich Brahmin  Now this Brahmin had an only daughter,
vgly, spoilt, extremely selfish and fazy And none who knew fer would marry
her The widowed mother begged the poor Jayanath to marry the girl with her
nch patnmony and save her from the burden of an unmarried daughter Jayanath
resisted for a time, but the temptation was too much for lum and he soon gave 1
He came back to his old place with s rich proud wife Jayamala looked at them
hurt and shocked then went back to her hut

1In a few days there stood a te mahala' mansion beside the hut Servants and
maids and sentnes kept the big house throbbing with bfe Jayamala from her hut
saw the prospenty and the flourishing love of her husband and her rival The
new wife would not allow Jayanath to see Jayamala Jayamala had a new job, she
had to carry water from the river to the big house  And that alone gave her some
thing to live for As she filled her nch husband s gold jhan® (watenng can),
there were occasions when they could look into each others eyes That was
her only ik with her husband 1n return the maids brought her at the end of the
day a handful of rce ina brass plate  But Jayamala would not taste the food doled
out by her mval She lived on frints and wild roots ever since the day Jayanith
brought 1 hus second wife  With the plate of nce held 1n one hand the gold fhari o

3 A b g mansion would be tradiuonally diided 1nto three makals ot sectors—the andarmahal
(reserved for the women) the barmalal {reserved for the men) and the Rackhanmahal (for

the visitors)
* The spout of the sheri would be shaped like an e'ephant 5 trunk
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thou shall wear them some other time
Take off the necklace from thy neck,

thou shall wear it some other time
‘Take off the anklets from the ankles,

thou shall wear them some other time

As the last item of ornaments 15 taken out from the body of the Maroomn,
the Madal beats to the to be closed The beats
of Madal then stop abruptly All singing and dancing come to an end
The village folks who have gathered to have a last glimpse of the scene depart
quietly towards home with a pang 1n thetr hearts  An utter silence seems to pervade
the echoing hulls In the stillness of the might the rustic folks seem to understand
the meaning of hife




SONGS THAT GROW OUT OF A LEGEND
MAHUT SONGS FROM GOALPARA

NIHAR BARUA

THL LEGEND

A mountam stream comes down through the dense forests of the Phutan hulls.
Once upon a time 1n a small hut on its bank Lived Jayandth, a Brahmun, and Jaya-
m3td, fus beauuful wife  Tayandth earned bus hving as a priest conducting religious
ceremonnils Jayamald spun the Poltd, the sacred thread, o her spinming whee!
The Brahmins 1 the neighbounng villages bought up all the thread she spun
‘What they thus earned was enough for the Brahmin and lus wife The food that
they cauld save they scattered an the banks of the river to be eaten up by the birds
and the beasts In return the wild creatures of the forest brought them honeyed
frwts, wild roots, and edible leaves Her husband's deep love and affection for the
wild hese were the of Jayamala’s life

‘This even tenor of their Iife was disturbed when Jayanith was called over to
conduct the last rites of a rich Brahmin  Now this Brahimin had an only daughter,
ugly, spolt, extremely sclfish and fazy And none who knew her would marry
her. The widowed mother begged the poor Jayanith to marry the girl with her
rich patnmony and save her from the burden of an unmarned daughter Jayanith
resisted for & time, but the temptation was too much for fum and he soon gave
He came back to his old place with hus nich proud wife Jiyamali looked at them,
hurt and shocked, then went bach to her hut

In a few days there stood a fe mahald® mansion beside the fiut Servants and
mads and sentries kept the big house throbbing with bife  Jayamila from her hut
saw the prospenty and the flounshing love of her husband and her rval The
new wife would not allow Jayanath to see fayamila Jayamali had a new job, she
had to carry water from the river to the big house  And that alonc gave her some-
thing to live for As she filled her nch husband's gold jhdri® (watenng can),
there were occastons when they could look inte each others eyes That was
her only Link with her husband  In return the mads brought her at the end of the
day a handfuf of nice 1n a brass plate  But Jayamala would not taste the food doled
out by her nval She fived on frunts and wild roots ever since the day Jayanidth
brought 1n hus second wafe  With the plate of rice held i one hand, the gold shari on

1 A big mansion would be traditionally drvided o three mishals or sectory—the andarmahal
(reserved for the women) the bdrmahal (reserved for the men) and the Adchhdrimakal (for

the vasitors)
9 The spout of the fhart would be shaped ke an clephant s trunk
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the other, and a copper pitcher on her head, she would go out walking through
the forest towards the niver, gwing the food away to the burds and the beasts ail
along the way When she reached the niver bank, she sat down to brood , tears
ran down her cheeks and mimgled with the river water

The elephant Xing often came to dunk from the same river upstream He
would come with hus herd of elephants, drink from the river and play in the water
Wading through the water one day, the elephants came to a portion of the river
where the water was salty and tasteless The elephant king asked hus companions
“The watey upstream 1s 5o sweet why 151t tasteless downstream” * His companions
replied “Your majesty, a beautiful gurl sits at the ghat every eveuing, weepng,
her tears mungle with the river water, and that 1s the reason why the water
downstream 15 tasteless * The elephant king waded up to the girl The gl had just
taken up the copper phtcher on her head the gold hari i her hand and had started
on her way back home The elephant king stood 1n her way to stop her On
heaning her story, he asked her to leave the cruel world of man and come over to
their country and be their queen But Jayamala hesutated Her hesitation however
drd not tast long , for suddenly the river was flooded, waters rolled down roaring
like a thundercloud, sweeping away in therr stride the hittle hut and the great house
that stood beside it Jayamala was struck dumb, and the elephant kung 1n a trice
Lfted her up on us back Then he took her through deep forests full of the sweet
scent of flowers and wild frunts They travelled for seven days and nine mights
before they reached elephantland at the foot of the Bhutan huils There stood a
huge palace of wvory with an ivory throne within  The elephant king placed Jaya
mala on the wory throne,sas thousands of elephants cheered the new queen and
bowed before her Then the elephant king took up the new queen once agun on
lus head and took her to 2 wonderful waterfall Their way passed between two
big lls Water streamed down the waterfall in seven streams of seven hues
The elephant king collected the water 1n seven jars and poured it on the head of the
new queen Her human shape at once changed to a beautiful elephant girls
The copper pitcher on her head became a sign on her forehead, and the gold
Jhari became her trunk The elephant king announced amidst cheers—*Henceforth
we shall serve you Your word will be our law ™ And the queen led the elephant
herd back to the elephantland

1

vl Ui fos Sepermefiod ormmentauon, ine story has its basis 1n reality ;
for the chuef of a herd of wild clephants 1s ‘the Queen,” a cow elephant She leads
the herd, and the yuthapats’ or the male leader 15 only a protector The,  Juthapati's
only care ts to keep away the grown up bull elephants from his harem and to expel
a bull elephant from the herd once st grew up  His other duty 1s to provide protec-
tion to hus herd
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The forests of Goalpara {Assam) begin at thefoot of Bhutan Likeotherregions
of the Teray, these evergreen forests also are the haunts of herds of elephants The
daning operations of captuning these massive creatures are handled by the phdndis
{the men who lasso the wild elephants, the mahuts) and thetr compantons Their

Z

WMAS) & JAINTIA
MoLes

exstence 1s one of risk and uncertainty A moment s carelessness and death can be
unstantancous They often return from the forests leaving belund thewr closest
and most trusted friends 1n unknown graves withinthe forest Yet the call of the
forest 1s rresisible There 1s a sense of self pity in the song sung to tame the
wild elephant

O Mor M Hastir Kanya Re
Akamho Doya Nai Mahutoh Lagiya Re? 1

1 O, alas, my elephant girl
Won t you have a Iittle pity for the mahur?

The mahiit, the phandi and therr compamons do not belong to any special com-
munmtyorcaste They come from the Bodos, the Garos the Rivas and the Nepalese
feom the hills and the Muslims and the Rajabanstus from the plamns and people
from otier disticts 1 Assanr R sfors Bulr and e megitoorung stades ai5a
jon these groups

The social faws here are peculiar to the forests In the forests 3@ man is not known
by hus caste or community  When a man proves his courage and skill he 15 recog
mzed as a girid and becomes a sarddr or the leader of a hunting band The others
follow hts mstructions and go out on thewr adventures with his blessings
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Preparations for the daring operations begin from the end of the rainy season
and the beginming of autumn The shikdrs continue throughout winter The
operations cease with the beginmng of summer  The brave adventurers grow home-
sick and brood on their wives, relations and children  They start the long journey
home, back to the peace and affection of thetr homes

But once again at the end of the ratns and the appearance of the typical autumn
cloudracks, the mahiits and the phdndis yearn for the excitement of the forests,
the Ife and death struggles They wait anxiously for the call of the mahdlddr
(the man who leases a portion of the forest and brings i the mahdts and phindis
to hunt for lam)  When the clouds roar 1n autumn they do not promise rains
But the mahut's wafe feels the pang of imminent separation, and she sings

.
O K1 0, Mor ‘Dantal Hattr Mahiit Re,

Jedin Mahiit Shikdr Ja, Narir Mon Mor Jhurd Roy Re
Ahasheté Nai Re Chandra Ai Koré Tor Tard,

Jebd Narlr Swamt Nai Re, O Tir Diné Andluhdra

Pushkarmité Nt Re Pany Nouhd Kamné Cholé,

Je Nartr Pirush Nt Re, O Tar Rupé Ki Kam Koré

O K1 0, O Mor *Makhna" Hatir Mahiit Re—

Jedin Mahizt Uyin Jar, Nartr Mon Mor Kandiya Roy Re 2

2 What do you do, O;my mihut of the tusker (‘dantal’)? The mahit goes
out on his hunt, my woeman's heart languishes /| What use are starsina sky without
a moon?/ A woman without her husband 1s a day in darkness / How can boats
move 1n a pool with no water?/ What use 1s beauty to a woman without her
man? O what do you do, My mahit of the tuskiess (‘makhnd’) elephant?/ The
day the m3hiit moves upstream, my woman’s heart weeps and weeps

When the call comes, there 1s nothing to hold them back home Some choose the
meld shikar,! others the khedd shikdr® But whatever the method employed to
catch the elephant, the newly caught elephant 1s treated in the same way It has
to be intimidated and cajoled at the same time The men rub tenderly and sing
songs The songs do not have any meamng for the elephant But when a whole
group chant these songs and rub dry leaves on the elephant’s body, the elephant at
first feels a consternation, but then grdually gets used to it and becomes more
friendly to men When the songs are sung, one of the men stands before it witha
burning torch and swings 1t to keep time with the song The leader of the chorus

* Lassomg the wild elephants from the backs of tame elephanty
* Duving the elephants from cover and penning them 1n a large enclosure
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sings a single line first, and then the others join in, repeating the same hne together.
They start with a song to God

Alla AllZ Bolo Re Bhi Hé: Alld Rasil,
Kon Mohalér Hatt Re Bhiy Hai Alld Rasil
Bhutan Mohalér Hati Re Bhai Hax AllG Rasil
Kon Ba Phandir Dhord Re Bhar Har AllG Rasil
— — — Phandi Dhor Re Bhi Hai Alld Rasil,
Kon Mahiiter Dohar Re Bhai Ha: Alld Rasal,
— — — Mahater Dohdr Re Bhdi Ha: Alla Rasi 3

3 O praise Alla-Rasil, brothers, prarse Alla-Rasdl / What mohdl does the
elephant come from, O Alla-Rasul?/ It’s from the Bhttan mohdl, O Alli-
Ras@il | Who 15 the phind: that caught it, O Alld-Rasil?/ It was caught by the
phindi~— — -, O All3-Rasiil / What mihiit threw the second Jasso, O Alla-
Rastil?/ It was the mahut— — — who threw the second lasso, O Alla-Rasil

{The names of the phand: and the mahiit are put m the appropriate places) When
they speak of Alla-Rasil, 1t 1s noticeable that men of the Hindu or any other com-
munty do not demur , they accept it as a convention

Then they try to arouse the paty of the elephan! gxrl Whether 1t 1s a bull elephant
or a cow elephant, 1t 1s das k " (the elephant gul)
.
Hastikany &, Hastikanya Bamuner Nari—
Mathar Nyya Tamhalst O Sokli Hasté Sondr Jhirt
Sokhi O, O Mor Hikt Hastir Kanyd@ Re—
Khamhko Doya Nai Mahitokh Lagiya Re —(the refrain) 4

- 4 O elephant girl, O elephant girl, O Brahmin woman,/ With your copper
pitcher on your head and the golden jhir: in your hand / O Sokht, O my elephant
gurl, won't you have a little pity for the mdahiat?
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Pittira horiyd Kanyd Badey @ Dilen Pao,

Mashar Upor Kal Jur Q Sokht Koré Pancha Réo 5
Balutiltd Pankhy Kandé Baluté Podya,

Gourtpuriy @ mahit Kindé O Sokls Ghar Bady Chihadya 6
Ar Chhadilong Bhir Chhad: Chhadilong Senar Piri,

Bido Roria Chhadiy@ Arlong O Sokkt Alpo Boyaser Nart 7

5 You left your home on an auspictous day,

But 1t was the ominous hzard, O Sokh, that croaked above your head.
6 The sandpiper cries 1n the sands,

‘The mahut from Gouripur ¢nies, O Sokhy, for his home
7 Tleft my mother, L left my brother, 1 left my golden house,

1 married and then left behwnd, O Sokh, my young wife

Ia the above staff notation, the siar marked ‘A’ should sound quarter noie below
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The mdhiit then remembers the lraes sung by his young wife Hebroodingly repeats
those same lines *

“Akdsheté N@ Re Chondro Ki Koré Tor Tard,
Jebd Nanw Swanu Nal Re Tar Diné Andluhard
Pukhurité Nat Re Pini Nouhd Kamné Cholé,

Je Nartr Pirush Nai Re Tar Rupé Ky Kam Koré®

But then he comes back to lus own sphere of activity

Phand Ladilong Phadd Ladvong Aro Ladilong Dodt,

Mahiit Phind: Jukti Kors O Sokkn Choiliong Shikdr Bady

Agddy Pichhady Hastlr Pheliilong Bandhiyd,  *

Ar Handinam Diyé Sokka Q, Sokhu Bosilam Bludiy & 8

& We taak the lasso, we toak the cords, we tagk our ropes along,
We, the mahiit and the phiind: planned together before we set out for the
hunting ground
‘We bound the elephant all over,
And then with pratse to Han, O Sokh, we sat of the back
{An Indian giel would call her closest friend and companion her ‘Sokhr')

3

.
After these laborious operations there must be ime for rest While some of them
lie down under some thatched roof, others sit round the fire to talk and siog The
songs are 1 various languages, various tunes, and are sung to the music of various
instruments  The mahit from the plans of Goalpira has his own *dosdrd’ When
he sings, he forgets all the hard labour and the strains of the day A rugged man
all the day, becomes an artiste at mghtfall Memories pass through his mind—
the eyes of some lonely girl in a small shaded cottage or on the bank of a rwver or
perhaps anywhere  As he touches the strings of the dotdrd, words composed by
some unknown unremembered poet come to hus lips

Ap Aulirlan M6r Bandhd Moyal Re—

Hatir Pitit Thakiyd Re Méhit, Thor Kold Bhingo,

Narlr Manér Kathd Tomra Kibd Jano Re

Rastd Clthado Rasta Chhado Re Joler Kalas Kankhe,

Narie Mon Bhangiyd Re Mahit Chhadiy@ Jaiben Moké 9

9 You have set in confusion my settled home, .
Sitting on the back of your elephant, O mdhiir, you can breakdown
the banana stalks
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But what do you know of a woman’s heart?
Leave my way, leave my way, O mahiit, 1 have my pitcher at my waist,
You will break my heart, O mdhit, and leave me alone.
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Aps Genlé Ki Asiben Mor Mahiit Bondhit Re,—
Hastt Noran Hastt Chordn *Kekod® Basher Tole,

K1 Sdpé Dongshilek Mahiitoh KoyaJao Ba Moré Re
Royii Jhire Gaminé Jhire Dhehiir Agal Dyd,
Main Narl Jharum Mahitok Kasher Agal Diyd Re

Khato Khuto Mahiit Re Tor Mukhé Chap Dady,
Satya Koriyd Kon Re Mahit, Kon B3 Dashé Badt
Trastr Norar ¥iastt Thoray, Hastir Faye Bedr,
Satya Koriyd Kotlam Kanya Gouripuré Badi Re

Hastt Noran Hastl Choran Hastir Payé Bed:,
Satya Koriyd Kon Re Mahit Ghoré Koyjan Narl Re

* In the above staff notation mar, Q" above the note *A* significs cracked voice

ete,
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Hastt Noral Hastt Choral Hastir Golat Dodt,
Satpa Koy Kollgm Kamya Bido Naki Aort Re 13

10 If you go away today, O my mahut friend, will you come back again?/
You graze your elephant, you make 1t go round and round, onder witd
bamboo free f But what snake has bit you, O mahar do tell me The
“Rojd and the ‘giimin’ use the *dhekia’ to purge the venom / [ shall use the
dhektd of my hair on you, O mihat
O my shortstatured mahut with your thack beard / Will you tell me the
truth, O mahit, where do you have your home? (The makir answers)
I move the clephant, 1 graze the elephant § chan the elephant s feet,/
1tel you the truth O gurl, 1 have my home 1n Gounpur
12 You move the clephant, you graze the elephant you chan the elephant’s
fect / But 1el'me the truth, O mahot how many women have you at home?
13 1 move the elephant, 1 graze the clephant, I put the cord on the elephant’s
neck / [ tefl you the truth, O gil, I haven't marnied yet

Or

Allegro Je132 i1t o113,
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Godhadhorer Paré Piré Re—
O Mor Mawé Chora Harl,
Ki Mayd Nagadan Mahiit Re—
O Tor Galax Roser Kati,

Ki M&a Nagalan Mahiit Re

Uncha Kori Bandhen Chhapor Re—
O Main Jol Bhorite Deklum,
Ki Maa Nagailan Mahiit Re

Tincha Kors Bandhen Macha Re—
O Main Aisté Janc Dekhim,
Ki Miaya Wattan Wiznur Re

Dot Khoaren, Dizdh Khodlen Re—
Afahiit NG Khoddlen Matd,

Ebiir Hate Tupyi Gelo Re—

O K1 Asa Jaoar Ghata

Ki Maya Nagaan Mahat Re.
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Na Kanden N Kanden Kanya Hé—

Na Bhangen Roser Gila,

Ebar Jodt Ghirtyd Aisong Hé—

Kanya Sondi Bendim Géla,

Ebar Jodi Ghiiryd Aisong He 18

=

On the banks of the Godadhor{ My mihut grazes Ins elephnts / What
2 spel! you have cast on me, O mihut,/ With your love beads on your neck /
‘What a spell

Do build your hut on fugh,f so that [ can see 1t when L go aut to bring
water / What 2 spell

Do place your bed on high,/ so that I can see 1t when I go by / What a
spely ‘

17 You fed me an curd, you gave me milk,/ But, O mahut, you never gave
me the dregs of the liquid curd / Are you going to give up from now on/
your? journeys along thus road?/ What a spell

(The mahit pleads) Do not weep, do not weep, O girl,/ Do not spoil your
sweet voice with weeptag / If I come back this tume,/ I shall bind your
neck, O girl, with gold / IT I come back this time

1
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* The ‘Gadadhor’ 18 the name of 2 river

* The grl s Jast atanza has s figurative meaning She tells her Jover, * You gave me all the
charms of your love, all the externals, but the deerest essence, what hies deep within, you denzed
me And therehies my fear 151t 8 parting for ever 7
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GODADHORER PARE PARE
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Tramlated from ongina) Bengals by Samlk Bandyopadhyay

| s

1).

DOTARA (it ‘two-stnnged’) Four string instrument, with three notes Two
centre stung separate only on the bndge and prowide the tonic note, the
first and fourth strings provide the four notes above and the four notes below
on the scale respectinely  Continuous vimping with the melady, a special feature
Body shaped from one-piece wood, the belly hollowed out, and covered with the
skin of a lizard of the Iguana type Particular kind of wood used the jackfruit
and the chhatim (Digitate) trees Strings from migd, a sk vanety or steel wire

Stuker from nory or buffelo horn Used to accompany Bhiwaiyd and Chathd
songs of North Bengal region



ASSAMESE FOLK SONGS A GENERAL SURVEY

Dr PRATULLADUTTA GOSWAMI

The modern study of folksongs scems to have had its stimulus 1n Germany i1n the
erghteenth centery Johann Gottfried Herder collected some songs and wrote
essays on them pointing to their importance 1n the hterary tradition of the people

Herder even comed a term Volkslied, to cover the various types of songs corrent
among the lower clasgs and the term was tater adopted 1n English as folksong

Herder had to raise his voice against a conservative attitude to fotksongs 1n general

This was the case n Assam too, for when Assam's most popular folksongs, those
associated with the Spring festival, came to be collected 1n about 1921 by St
Nakul Chandra Bhuyan, hus achion was looked upon with contempt by the sducated
class There were however a few h L who d him to
go on with his work

‘The times had their revenge on the orthodox, and the collecttons of Sri Bhuyan
and Dimbeswar Neog came to be selected as textbooks for University stidents,
and a quatrain Iike the following had the fortune to be considered as symbolizing
the patnotic sentiments of the Assamese people

So dear 1s the Muga bobbim,
50 dear the shuttle,



ASSAMESE FOLK SONGS A GINERAL SURVEY 107

dearer stull 1s Bohag Bihw,
how else but to celebrate 1t?

Ballads had been recorded much earher, the first collections having been printed
1t 1903 Some of the songs came to be printed 1n magazines 1n the carly part of
the present century The Spring festival Bthu sends a thrtl into the heart of every
Assamese, and even 1n the face of an advancing industnal civilisation and 1 spite
of the thick layer of Ar Bihu has d an which sties
most easily the strongest sentiments And 1t 1s to be wondered why most of the
folksongs of the land are of thes hight and short Bihu song type Is 1t because such
songs suit themselves eastly to a dance rhythm or 1s there something 1n the ractal
temper of the A the teibals 1ncl tuch prefers hung which 1s
not sustained and which does not demand physical stramn”

If one examines Assamese folksongs for a ghmpse into the social expenence
of the people one would find most material in the Bihu songs I wonder if any
happeer picture of a self d and b d tic Iife would be found
than in the quatrawn (ihe husband 1s the speaker)

You would go on with your planting and reaping
1 with my ploughing
you would set about weaving the Bihu towel
I shall make you the loom.
.
And see how the Brtish tea planters have been pictured

‘The Sahibs come and open fea gardens
on their head are pan shaped topees
they make Mems of coolie girls

with cigars on their lips

It 15 an uninspiring representation of John Bull The researcher who would
prepare his thesis on the rural yndebtedness of the Assamese would not study
these Bihu songs without securing some amount of evidence relevant to s subject
Many of the songs refer to spinning and weaving which have also lent imagery to
the rusal singes Same of the songs extel the wistues of snging end daosing, thus
mdicating the social appreciation of these art forms

Parallel to the Bihu type, erotic songs are also found among Rabhas and
Mins at two extremes of the land Mins call such songs A1 mtam or Sad Song
‘These also express the two chief yearmng and
characterizing Bihu songs Tn matters of popular culture the so-called tnbals
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and the Hindu Assamese have much in common Here are a few typical
At mtam songs

Just as one does not get water when one 15 thirsty 50 alse

1 cannot see my darling though [ yearn to do so

Just as the Brahmaputra flows unceasingly so also thoughts from
my tender body flow towards you

1f | had wings or 1 had been a bird [ would go to have a look at you
The third song utihises the bird motif a common device 1 folk poetry also seen
1n this Bihu song

To see youn a flash | am no hightmung
nor am I a flowing nver,

flying to see you I am no bird

with two wings to my two sides

More than a thousand Bihu songs have been printed  They are still being composed,
but not with the same zest as mm earher imes Songs ate 2 spontancous growth
They thrive best 1n agricultural and pastoral settings As the tiller of the soil comes
away from lus natural setting and tends to lose hus older values and modes, the
seasonal changes do not work upon his mind as before and the festival songs also
are supplanted by other modes of music The Bihu songs were born close to the
soil at the Spring festival Insufficient crops, dearth of cultivable land, influx of
immigrants want of yarneand cloth, influence of westermsed education, the
ndafference of the richer class towards the culture of the folk, social mobility
charactenizing modern Iife—all these have tended to do away with the dances and
songs of the Bihu festival The sadness that 1s associated with such a turn of events
1s well expressed in the following song

The birds peck at the paddy, O my fellow,
the crumbs get scattered,

our very dear Bihu ground

the duban grass has covered

The Bihu festival further was a sort of fertihity nitual and prepared grounds
through its songs and dances for the chowe of hfe partners Influence of Hinduism
has been there 10 making it lose 1ts functional character, though, 1t must be admut-
ted, 1t has been able to retan its use as a cultural festival of a general type

Songs connected with marrage and the small pox goddess are innumerable
and charactenzed by a tenderness which s all their own Marriage songs some-
times throw light on the ntuals performed at a marriage ceremony For example,
in the district of Kamrap, ths day bzfore the marriage, a present of o1l and other
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things known as *telar-bhar’ 1s taken to the brde’s place The present 3s in charge
of some close relation of the bridegroom and a number of women always accom-
pany it A ‘telar-bhar’ song goes thus (onc of the songstresses 13 addressing her
compamon) .

O my dear lady, carry thus curd, milk, ghee and honey,
{For) at Chaudhury’s house 1s a maid as lovely as the pomegranate,
We wanted a ripe pomegranate but you give a *bel’,
Thus “an’ fish 1s wrgghng so, 1t might hurt our fingers,
Let 1t go 1nto the *telar bhar” along with the ornaments,
Our maid sphts areca nuts n the form of *sengen:’ blossoms,
She 15 born of respectable parents,
Hearing of her our young man has sent thess ornaments,
Tt 15 the “telas-bhar” day, to-morrow 1s tus marnage,
His father 1s sitting amidst a number of persons,
Going there you will find the gate of Rukmum,
There put down the ‘telar bhar present,
Rukmim would ash. Whose 1t 15 say, From Dwaraka has
it been sent

This song tells us a lot about the marniage  Thungs that go 1n the present, including
the fish which 1s a symbol of ferulty, the bride s capacity for sphtting areca nuts,
2 virtue 1 Assamese society, the ornaments which have been sent by the bride-
groom and the wearing of which would indicate that the betrothal 15 complete,
characterization of the bride as Rukmim, Srikrishna’s wile—all these and more
are found in the song

‘These songs show a tenderness and concern for the brde, the famuly's pet

Our maid 1s so tender,
she 15 just the sprout of a banana frond,

she knows not how to tighten the knot of her skrt,
she docs not hnow how to do up her hair

She sways over her loom, makes wreaths on a saucer,
our girls know only such work,

she cannot bear to hear words from others,
she keeps herself to herself

References to spmning and weaving are common in Assam’s folksongs, thus indsca-
ting the status that weaving had reached and stul retains Popular imagination
15 at 1ts best in some of the songs it 15 refined, tender and creatve It can endow
the commonest subject with attributes of the rarest ttungs that have been created
by a poet’s talent The girl is the loveliest possible, her hair reaches down to her
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waist , she must have the best of clothes—such that dry in the shade and so fine
that they can be ludden 1 the clasp—perhaps a memory of the silh which was
onee 2 home made product , the flower she will take must be divine and rare—the
paryat She has a loving brother who would go to any length m order to satisfy
her

Thus quality of tenderness 1s evidenced further in the nursery rhymes, which
are, like the marrage songs, probably composed by womenfolk A popular nursery
rhyme has the form of a formula tale having parallels 1n Onssa and Madhya
Pradesh A formula tale has a simple situation but the various stages in it develop
according 1o a certain pattern and there ts ruch repetition  The rhyme goes thus

O Flower, O Flower,

« Why dont you bloom?
The Cow eats my shoots,
‘Why should I bloom?
O Cow, O Cow,
Why do you eat the shoots?
The Cowboy does not tend me,
O Cowhoy, O Cowboy,
Why don't you tend the Cow?
The Cook does not make rice,
‘Why should I tend?

In this way questions are put te the Cook, the Fueller, the Smuth, the Charcoalman,
the Cloud and finally the Frog

O Frog, O Frog

Why do you croak?

‘The Custom of my forefathers—
‘Why gve up?

The matter cannot be pursued beyond tlus pomt Plants and ammals frequently
figere 1n the nursery thymes, thus formmg a kinship between the child mind and
the world around

Tenderness for the baby has been fruitful in creatng nursery rhymes
among the tribal population 1n the land The Dimasa Kachans of North Cachar
hase sels a Tuyne

My pet, you are crymg,

Is there too much smoke?

O you are crymg

The chullies are stinging, aren’t they ?
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You are crymg, let the other people sleep,
There are visitors,
‘When they depart I shalt bring you galou ()

The song gives a ghmpse 1nto the hfe led by the Kachan Smoke in the cottage,
burnt chullies 1n the fire, the busy housewife looking after her guests—all these
are there The Lotha Nagas also have a rthyme of thus type

“My little one why are you crying so much?
Is 1t because you want a drink of madhu that you are crying?
I will give you well kept madhu to dnink
Do not ery much ™
.
The chuldren’s rhymes and game songs are also an.interesting subject
It 15 not possible in a short essay to descnibe and give specimens of the many
types of songs that are found among the Assamese speakng plansmen and among
the tribals We can only allude to the philosophical songs found in the country-
side, some of them having ar Islamuc, rather Sufi, content It 15 sometimes diffi-
cult to determine whether such a song ts Vasshnavite, Tantric or Sufi in nsprration,
for the 1diom 15 common and the content typically Indian  dehar bharasha nai—
you cannot depend on your bady worldly affairs have no sign:ficance, turn inwards
to your soul—not ‘the man of the mind of Bengal Baul songs, but “the bird wathin
the cage®  The Islamic songs are attnibuted to Ajan (Azam) Pir, 2 Muslim saint
of the seventeenth century, and known as Zikir—a Sufaterm
Folksongs of a more sustained core—ballads—have a more digmified status
1n the folk-literature of the world Balladsall the world over possess certain common
charactenstics They tell stories dealing with love herossm the supernatural,
or some tragic happeming The narration of the story tsforthright and vibrant with
action There 15 plenty of repetition, and some of them have reframs reminding
one of the choral throng which echoes them when the balladist recites a ballad
Two important Assamese ballads have as therr staple romantic and superna
tural incidents  “‘Prince Phul 1s made up of a nide on 2 magic horse and the
hera's secuning of a princess At the touch of the prince a withered garden revives
and he enters the princess s chamber disguised as a bumble-bee ‘Maid Jana®
similarly describes such incidents as the heros throwing s adversary into the
sky and the fatter s body changing into trees and swamps Such magical incrdents
are frequently met with in fairy tales These ballads are composed of quatrains
of the Bihu song type
Love does not seem to be a major mouif 1n Assamese ballads  There are husto-
ical ballads, especially *The Barphuhan,” which deseribes the Burmese invasions
of the early mineteenth century The narration 1s vivid, though not as rapid and
dramatic as 1o the Border ballad ‘Chevy Chace. The tallad gives snteresting
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information of the confused political situation of the times  competitiveness
among nobles, fight of Badanchandra Barphukan, Viceroy at Gauhats, to Burma,
the atrocious ravages carnied on by the invaders, helplessness of the people etc
There are patnotic touches too

What has come to happen
The tree

‘What has come to happen

The tree of Assam 15 uprooted !

‘Pagala Parvatr’ is a beautiful fancy and has certain interesting resemblances

to the Briush ballad *The Twa Magicians and parts of the Bengaly metrical romance
drer Gan  The A ballad may be thus A wife

18 saying to herself *1 am stretching the warp of my loom, but I've forgotten
to bring the comb (with which to smooth the warp) Ouly for this would Pagala
thrash me Let me go to my mother's * Pagala apparently overhears her and
declares, “You are going to your mother’s, Parvati , I would lie tn ambush on the
way and catch you ™ “You would lie sn ambush on the way and catch me, Pagala ,
I would run off into the forest ” “You would run off into the forest, Parvaty , I
shall set fire to the forest and catch you™ *You would set fire to the forest and
catch me, Pagala , I would go up with the smoke ¥ *“You would go up with the
smobe, Parvate , I would catch you with a hooked pole ™

Thus they go on If she falls nto the lake he catches her with a fishung con
tavance , if he catches her with a fishing contrivance, she becomes a shell , if she
becomes 2 shell he burns hér and eats her up as hime , 1f he eats her as hme she
stings both hts cheeks , 1f she stings he cures the pain by rubbing hus cheeks with
ail , if he rubs oil she takes birth as mustard seeds , 1f she 1s born as mustard
seeds he presses them , 1f he presses them she taken birth as o1l cake , 1f she takes
birth as ol cake he throws 1t away mnto a corner of the garden , if she 1s thrown
away she turns 1nto 2 Jarge tree , 1f she turns into a large tree he fells it and makes
aboat , 1f he makes a boat she drowns him 1a the muddle of the waters

So ultumately the victory lies with the woman ! Though 1t seems to be a fancy,
yet its core 18 realistsic and 1t n fact gives ghmpses nto the life led by the poor
peasant

“Barphukanar Git’ tells us how the munstrel used to eke out hus iving

Let my lord give me five quarter rupees,
Ising of the Barphukan,

1t 1s my fortune

My lord I've met here

In olden times, there was not much d; between the
of the richer class and the people 1a general, the feudal lords could be of use to
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the balladist. 1t 1s not often that we hear of ballads being composed 1n recent
times, what with the lack of patronage of munstrels and what with newer modes of
amusement diverting the mind of the people During the days of India’s national
struggle village people used to compose songs and ballads under Gandhian inspira-
tion These are rarely heard nowadays, but here 1s one that has a beantsful shythm

Thus fellow says, that fellow says—
Let’s have a look at Gandhi,

Friend, let's have a look at Gandhi,
If I stand on the ratlway embankment
1 can have a ghimpse of Gandhi,

Let’s have our eyeful of Gandht

About twelve years ago two mishaps—an atr disaster 4nd the fall of a jeep
mnto the Brahmaputra—inspired two short ballads 1n the Palasban area, to the
west of Gauhati One of them, not a finished product as 1t may be after some years
1f 1t does survive, goes somewhat like this

Up 1n the sky flies the flying-ship,
Down below are the houses,

Striking against bamboo clumps
The acroplane crashes

One dies cut by broken glasses,
Two are burnt to death,

In the field of Tarapatt
There ts 2 rver of blood

Guve up showing off, ‘drver’,
Give up showing off,

You burn because you show off,
This you've realised now

A respect for the ray or public and reverence for music are two traditional
values long cherished by Assamese peasants A Bihu song records both these
values beautifully

It was God who planted the seedlings of songs,

1t was Brahma who tended them,

forgive me, people, if an unbecoming song comes out,
first 1 sing of love.
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This respect for music 1s not seen 1n sophisticated soctety It may be that music
and dance at one time were handmardens of rehigion and carners of values which
gave shape to culture In earlier times Buddhist and Vaishnavite preachers used
to study music seriously and though the traditton has been almost lost, the memory
of that music survives 1n a diluted form in the countryside of lower Assam Some
of the tunes used by the Oja Pali choric singers have the forcefulness of folk music
as well as the soplustication charactenizing the classical tradition The dignified
Bargit music of the sixteenth century 15 echoed tn the popular songs of Kamrup
This combination of the two modes has given to the folk music of lower Assam
an uousual richness and variety

Bihu songs are the special property of upper Assam They have a ready
appeal, being plaintive and also exciting 1n a peculiar way They start on 2 low
scale, but rise towards the end, to be briskly followed up by the drums, pipes and
other instruments Sbme meanungless particles are added to the verses 1 order
to put the lines 1n the melody pattern The plaintiveness observable in Bihu songs,
perhaps a contribution of the earher Mongoloid inhabitants of the land, has made
uself felt also 1n other types of songs A type of modern songs known as Bangit
has simply adapted Bihu tunes Adaptation of older tunes to new contents 1s
nothing unusual 1n the tustory of folk music, though most of us scem to find a
special charm 1n old tunes with old contents
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SOME RHYTHMIC AND MELODIC VARIATION IN A BIfIU SONG
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TRIBAL MUSIC OF KHAS! & JAYANTIA HILLS

AN INTERVIEW WITH FILKIN [ ALOO

Q 1 How has Khas1 & Jayantin tradiuonal music been affected by the mcomng

of chnistiamty and the missionary activities cons=guent upon it?
As 1n the plains our music was previously associated with the different
amtmustic nituals as well as with the vanious traditienal social festivals
So long as ouf, society remaimned cut off from the rest of the world our
music also retamed s old charactensties Vanations if any, took place
within the narrow framework of our special and spintual beliefs

The first foreign impact on our society came throush the Western church
and its nussionary activities  Hence 1t 1s only natural that the later should
Teave a lasting influence 1n all our social and cultural activities As a result
of this, certain changes in=vitably took place in our cultural values and
attitude due to which ouar traditional music got moulded and transformed
1m certatn aspeets

Asa most of our trad 1 musical tunes or forms have
almost become extinct and evidenc=s of their t aces become fewer and fewer
with the passing of time it can be safely stated that our present day ifl
music has been deeply mfluenced by Western specially, by church musig
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This Western influence can be broadly classified under the following
categories

Music coming through the Welsh Mission church in the forms of hymns
‘These are mostly composed 1n the Major chords
Music coming through the Roman Catholic church which are mostly
composed 1n Minor chords and are of Italtan, Hebraic and Middle East
ongin

‘Western musical instruments which came to us along with these types
of music are Violin, Piano, Paano Accordians, Spanish Guiter, Mandolin ete

What are the surviving forms of traditional music still avaiable 1n the
Khast and the Jayantta hills 7 Could you give us some 1lca about the general
charactenisties of the surviving tradition1l music from social, literary and
musical points of view? What n your opinion, 1s the most striking and
umque features of the Khasi & Jayantia traditional music?

Inspite of the different external influences that have come to stay, and
moulded our present day music, 1t can be sard that traces of evidences of
our traditional forms of music are stll there They have survived the on-
slaught of foreign influences and are still being sung by our people at tradi-
tional social gatherings 1 mention some of these traditional forms

“Shad Suk Mynsiem™ Thus 1s 2 community dance usually held once
a year It 1s accompanied by such instrumengs as “Tangmur” (pipe),
drums and cymbals The accompanying music 1s fast and quick in tempo

Quick Tempo *SHAD-SUK-MIRSIEN'

1

4
L1
il
.

1 At Joway (in the Jayantia hulls) you will find what 15 known as “Beh
Dein Khlam™ festival Durnng thes festival, the musie 1s played i a guick
tempo, simular to that of mustc played for “Shad Suk Mynsiem ™

2 Also there exsst in Jayantia Hills a dance known as “Shad Laho,”
the music accompanying this dance ts known as “Keih Ke,™ it 15 moderate
1n tempo and all the notes used are of Mayor chords 1ts peculianty 15 that
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the male voice sings the verse then both the male and female dancers join
the charus  Mostly the Lynic are impromptu  The music 1s as follows

Hoderato 'KIER KE'
(oeles2esIostive)
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There 15 also a type of singing i the Jayantia Hills known as *“Kyn De;
It1s a group singing led by one male singer and the whole group join lum
1n the chorus Its verses are of Ballad type the singers compose the verses
impromptu Tins tyne 15 of Mimor chords

Quick Tempo YKINDEI®
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¢ Surloom —A form of cowboy songs or melodies played on flutes inmany
parts of Khasi & Jayantia Hills
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“Sur Duitara’ —Thes 15 a form of ballad singing and  basically romantic
tn character It ss sung with the accompamment of “*Duitara ™

Slow, (1r+2e42442) 'SUR DUITARA'
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We also have “mourmng music” which 1s played on what 1s known as
“Ka Sharati™—a flute with ten holes The sorgs are known as “Sur jam
Maikha™ ¢

Very Slow SSUR TAM MAIKEA®
(+12+412¢3) .

VIRY SLOW SUR 1AM MAIKTA
M“P—PNII‘ ‘R‘R—RSIR..S'
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Along with these, we also have shad—"Neh Nih ™ Its tune is quite stmi-
lar to that of the tune played for Shad Suk Mynsiem But only its thythm
15 quite simular to that of Rhumba of the Latin American Music.

These are some of the forms of our tradittonal music,
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Q. 3 What ss the scale (number of noles and thewe fixity) usually followed 1n
Khast and Jayantiz music? What insteuments are gencrilly used for accom-
pamment? Which of the Western instruments hive been adopted 1n Khasi
traditional music? Do you think harmontsation which s practised in the
Khast modern Westernised mustc, 1s possible in your traditronal music
also?

A. As you know, lolk music in general, usually do not require much vanations
1t scales or notes and ours 15 no exception 1 may say, that our music
15 basically melodious (ike any other Indran music) and not harmomic 1n
character Qur people are not used to splitng up our tunes or songs 1nto
different harmonte parts as 1s done 1n the West Neither do they sing 1n the
way church music 1s sung Moreover, unlike hartndnic music, our scafes
are not very nigid or precise

Thus, 1t may be frequently found that when we start playing a tune with,
say, 2 Major chord, you will often find that Minor chords come upacciden-
taily and we agan go back to the ongmal Major chord

Similarly, 1n music composed of Minor chords, Major chords come up,
again unconsciously  We do not practise these interfusions of chords cons-
ciously Herein our music differs from that of the West

With regard to the number of notes and therr fixity, I will give you one
or two examples to llluslrale their nature In the Duttara music (which
1S romantic in nature), Tnost of the tunes are v:ry melodious and sometimes

they are composed on only four notes

Quick Tempo ( Tune based on 4 notes )
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In the same tune we find five notes
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The most common and popular instruments are the following  the
Tangmur (pipe} drums cymbals, the Ka Sharati (a flute with ten holes),
Duntara etc

As regards Western instruments, I must admit that some of them have
been accepted by our people and are now looked upon as our own instru-
ments The Spamish Guitar for instance, has become so popular that 1t
can no longer be considered as a foreign element Besides the gwitar, we
are also familiar with the Prano, Viol, Piano Accordian and the Mandohn

Rt e still, pay thase wshoumenks v e way ey 1 Papd v ke
West Thts 1s not proper because as I have already told you, basically our
music 1s different from that of the West So T think we have to devise new
methods of pliying whereby these instruments may be made to serve our
purpose ‘To clanfy thus point, I will give an example  The Spanish Guitar
1s very popular with us 1ts range and quality of tone are much more than
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that of our Duitara Now 1f st 1s played 1n the way a Duitara 1s played
then 1t becomes more effective than the lattes. And it wall be perfectly 1n
conformuty with our concept of melodious music

Inspite of these ad however, the d of Western instru
ments have not been an unmuxed blessing But 1t has to be admutted that
they have come to stay 1n our country because our people have accepted
therm

From technucal point of view, 1 do not thunk harmontsation of our music
15 absolutel: P But from exp I have found that 1t kills the
very beauty and spint of our music When harmonised, 1t sounds too much
Western and does not smell of the soit from which 1t emerged In harmoni-
sing our music, you will have to do asay with some of the chords because
alj of them can not be harmomsed Besides, when Minor chords get acar-
dentally mixed up with the Major chords—and this does happen 1n many
of our there 1s na posstb of har If you still
st on dotng that, then the music foses 1ts onmnality and appears hke,
say, [tahan, Hebrew or Welsh Melodies

For these reasons, I do not approve of attempts to harmomse our
music on a large scale

In reviving traditional Khasi musie, what problems do you have to face?
What 1s the process of such revinal? s 1t 1n the form of an orgamsed move-
ment® 1s there any possibitity of foreigners resistance to such movements
for reviving tradiional music? R o
These probl are troversial as wetl as At present,
there 15 no such organised movement  So far as I can see first of all there
must be some among us who would take the lead and show the way out
These leaders be primanly men of creatine ability connected wath the
traditional cufture of our people That 1s, they must emerge from our own
soctety and not be imported or imposed from outside

In view of the deep Western influence on our music, these men should
be atquanted and Jearned with Western as well as Eastern methods of
mustc Obviously, such reformatios cannot take place 1n * research Iabora-
tories * on the basis of directives from above or abroad Music springs
from the 4fe of people, so the reforrcens must also come from our owa
folk

To achieve this end, some orgamsed efforts are defimtely needed But
by organised efforts, I mean that the orgamsers collect and get acquainted
with those tradiional forms of our music that are shll extinct and recreate
new tunes based on them and then take back these new compositions to the
wllages for the entertatoment of the comnton people That is these funes
or songs should be widely popularised For this purpose 1t will be necessary




126

FOLKMUSIC AND FOLRLORE

to heep m view the present day tastes and needs of the people vis a vis
folk music Mere revival of the old forms or tunes, even if st be posstble,
to do so 15 not enough  As T have already said, certain changes have taken
place 1n our social and cultural outlooks and these should be kept 1n view

In connection with starling a “new-song” movement, we have to take
note of the populanty of film songs Thanks to the inroads of film music
from Bombay even into our remote rural areas, the impact of Western
monopoly 1s fading away and at present, our mustc 1s in 2 flux Though
most of the Hind1 film songs are cosmopolitan 1n character and a comic
admixture of Western and Eastern forms yet we must agree that a good
number of them are based on Indian classical and folk tradiion And
since a vast number of our people have swung on to them 1t gines us an
opportuntty tostart a * new song™ movement

1.do not think there 1s any possibility of foreigners resistance to such
movement for revtving our traditional music  On the other hand, oppost
tion might come from a section of our own people On account of the so
called *Civilising * effects produced by the works of Religion and education,
also, people who have been influenced by the church or converted to chris-
tanity, have ceased to look upon our past cultvral hentage with pnde
They are not proud of our traditional music and have not much interest
in reviving them To this educated section of our people, the traditional
music 1s 2 symbol of our “primutive” past  Hence they are unwilling to asso-
ciate themselves with our traditional music or with those who stick to
these forms with pride Hence our tash would consist of “re-educating *
them, so that they may appreciate and feel proud of our own cultural
heritage

But inspite of these dufficulties, I do not think however, that our task
15 1mpossible Because these adverse reactions of some people to traditonal
music do not spring from theur heart and hence they cannot be lasting

Assam lulls are astir with a new movement of self-determnation, and
vast masses who were once so slow-moving have now been esgulfed mn a
sweeping political turmonl If progressive composers compose songs with
robust themes of and
peoples’ umty based on our traditional tunes, these will, I am sure, imme-
duately catch the imagination of our people

S1aff notations in the above article prepared by
5



ON FOLKTALES, FOLKLORES AND MODERN AGE
AN INTERVIEW WITH DR HEINZ MODE

Q. 1 Archacologist as you are, why have you taken so much interest in the
folktales of Bengal?

A. 1have taken interest in the folktale of Bengal because as an archacologist
I thnk research in the field of folktales, folk-art and folk music 1s not 2
subject of curcent interest only T think all these tales recorded earher
and transmutted fram a very ancient past, form a part of the histoncal
meture of bygone apes So, as an nrclncologxs\ and ar histonan,
concerned with the h of Art and Archacol gy, 1 have
been drawn very much to these types of folktales research for I thick many
new points of view can be won from these materials So far very few people
have examined folktales from thes particular point of view  Of course, why
1 have chosen Bengal folktales 1s a dilferent question 1 have been attached
to Bengal for a long time 1 was a student here yn my young days and I
fike Bengal very much India is a very large country and if you want to
do work on Indian folktales or [olk art you have to begin somewhere
and you have to specialise in some kand of thing [ have speciahsed
Bengalt folktales for the rasons 1 have just stated 1 also think that
Bengal, constdered from the general historical and archrealogical points
of view, 13 & particularly good place for collecting and researching on folk-
tales Bengal 1s that place of Indsa, 1 would «ay wherc the oldest tradittons
have been reserved best and movt intact  Historreally many of the move.
ments onginating in the Western or Northern parts of 1ndia ended i Bengal
Bengal and the North Eastern part of India were the last places of refuge
for thesc old Buddh for mstance as an Indan
religion spread in different parts of [ndia but 1t has been followed gnd
maintained tn Bengal for the longest pertod of time i the whale of India
Some of the folktales of the most ancient past have also been preserved
bestin Bengal That much [would say about why { have chosen this subject
and thus place as an archacologist

Q. 2 What kind of hustorical msterials have you found i the folktales of Bengal?
A. As a matter of fact, folktales are not hustoncal tales and so they cannot
gve direct evidence of Iustory, but they contain elements which can be
classified hstorically 1F, for example you find 1n 2 folktale that there ¢

a king rulmg 1 hus big kingdom «1th many officials at the court, you may
conclude that it could not possibly have enginated at a time carher than
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that of the beginmng of angdom That much this tale 1s dated by 1ts very
content Some particular instances of historical evidence 1n Bengal: folk
tales may be pointed out For example, the atitude of the early people
towards their nesghbours 1s revealed 1n the Bengal folktales In the Bengah
folktales you wilt find neighbours often described as ‘rakshas’ or some wile
monsters Why? Because the more cavilised people who told these folhtales
considered them different 1n their customs habits and attitude to life
Actually they reflect the same relation as we find even now between the
villagers and the Adhas tribes around  Because of some habits wiuch
they have and whuch are different from those of the settled villagers they
would describe them as somethung strange or dangerous The folktales 1n
certan cases also describe these people as very friendly and protective
and helpful to arher people Thus we find both the facts
This gives you the historical geographical background of Roktales,
andn the particular field of Benlgali folktales this hustorical geographical
bachground 15 very rich because as you know, n this eastern part of India
tribal background 1s the richest Thatis only one example 1could gnve you
further examples For instance the one particular attitude I have ponted
out 1n some of my articles before I mean the athiude of the willagers to
the forest
As we know from the history of the early tnbal people, the trbal hunts-
man looked upon the forest as hus dwelling place, the place where he found
tus food and every aspect of which was famlar to him  He hnew every
amma), for he had tQ Iive with them , whereas the willagers who hved out-
side the forest always thought of the forest to be a rather dangerous place,
siuster and mysterious, where strange people Ined or strange, even super-
natural powers stayed and could affect their welt bang If you contrast
these two aspects of the estimateon of the forest you will find that this also
provides much histonieal matersal because they suggest the early stage of
the tnbal huntsman who had confidence 1n the forest to protect him, and
the other stage of sattled villagers who looked upon the forest as mystenous
and dangerous
Another question ss that of gradual change 1n man’s attstude to zmmals
The attitude of the present-day people towards apymals 1 need not des-
<nibe We have become very much estranged from ammal Lfe Of course
we do need ammals for food, or may be not, but aryhow we do nothnow
much aboul them In the earher stages of mankind the tnbal hunters knew
the ammals very well because he had 1o know everythung about them
He had to know how they moved, where they moved, where they would go,
where they dranh—everything, because they hunted them They had to
five with them and they felt that somchow they were assoaiated with them
In fact, they felt that they were one and the same creaton Man or anmal
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other new forms and features, but they were based like every process of
humas development on older, more archaic tales The real revolutionary
change came at that peasant stage for all forms of folk-art You can thus
draw historieal coaclusion from folktales, and m Bengal you get a very
good matenal from which to draw such conclusion

Now, the question may anse how there could there be harmony when
one was the hunter and the other hunted TothisIwouldsaythat ever since
human beings came to this earth they have been strugghng on There was
not only a struggle between human beings and ammals but also amongst
the human bengs themselves In the earhiest stage a small community
considered every other commumty as barbanc and mmmical This 1s a
different aspget  That does not mean that ideologically they took
them s unequal, but they were all for themselves, strving for themselves,
fightiag for their own exstence n a very barbanc manner Therefore, st
1s nightly described as the barbaric stage  But that does not mean that reli-
grous deductions were made which gave to one group sort of the height of
God and to another gronp the position of Devil ot even lower This ideolo-
gical duference between groups of men and between men and anmals or
other objects could only appear at 2 time when there was a division-ridden
society, when there was different distnbution of economic wealth and
power within the human society At that moment new thoughts led to
different classifications wathin the natural world Therefore, I think that
though there was harmony in early time, factually spoken, there may have
been much fighting for existence The tribal tales tell us how people kifled
men and ammals N

But they did 1t for their very necessity, and not by intention nor with
the wish to get power, nor because they thought there was an inequality
amongst men They did 1t only for their defence and daily needs When a
tribal bunter hunted animals be did not go outlike 2 modern sportsman.
hunter just shooting  He took that as much of the ammal hfe as he needed
for fus daily iving One may see in the ofd paintings of the pre histonc
caves how they tried to compensate for that They had, I would say, no 1li
will aguinst ammals, for they felt they were kilfing therr own fand whom
they loved and knew intimately There wasno difference—men were con-
stdered as ammals and anumals considered as men For a long time 1t went
on like that It seems there was a magical mtuation, there being no definite
socal structure, or a structure of inequality between men and the beasts
This 1s a very important point, and I insist on 1t because 1t 15 a much dis.
cussed question As you know, there are many theortes about the onigm
of the folktales Some people say that there were, first of all, myths of the
gods and goddesses and that ali the follktales were derived from such myths
They marmtain that folktales are only degenerated forms of these mythscal
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stones I do not accept it, for there could not be any myth of gods at a
stage which could sot differentiate between godsand men - So this mythology
and metaphor camé mto human hustory rather Jate, whereas the trbal tales
on the relation between men and ammals as well as the ofd pamntings 1o
the prehustonic caves are earher than these myths The folliales of the later
peasant stage are also of great soctal importance, because these types of
folktales were at that time not only a mere artistic and aesthetsc pleasure
but also had much soctal beaning  They are much more than of mere aesthe-
tic or literary taterest, for they meant that the people telling these taled
were trying to give thetr thoughts certain hold on ife In all these folktales
we find one distinet feature W hatever may happen, marvel or musfortuns,
the end walf always be a good one with the hero, however much he may
have to struggle, coming out victenous at the end When we mmterpret such
1deas, such ideologrcal background we find that the people, who told
these folktales and who were told such folk tales, preserved a very sound
opurmsm They told such tales to face some of the musenes of their lufe,

which appear mn the tales also  But towards the end 1t 15 the ‘ust cause’

which wins 1nvanably This belief 1n the victory of the ‘just cause’ 15 a
partcular aspect of the folktales and a very important one, from the point
of view of history Of course, we cannot call it revolutionary because by
teling a tale, 1n which the hero somehow wans at the end, you do not make

& revolution Therefore I will not connect it with later revolutionary move-

ment, but I would say 1t ts the predecessor of lster revolutionary thought,

because 1t contans elements of optimism regarding the ulumate victory of
the ust cause’ of the common people This i1s what the folktales have

presersed from & very early age

Have you noticed any resemblance in respect of theme snd form between
Bengali folklore and German folklore or European folklore 1a general?
About a hundred years or more ago the famous German Indologxst
Benfey as you 2ll know, published a L of the *P:

and wrote the commentary on 1t, and he was the first person to collect
‘olummous matenal for that commlanon He had the wdea that all the
folktales of Germany ar France or Italy were denved from Indian folktales

“Benley was recogmsedt by some as a very great séholar, ‘but ofhers tried
to decry hum and his theory Discussion oa hus theones 'still go on i the
field of folktales research. My personal oprmonis that Benfey s contn-
bution to the study of folktales 1s very great, and that manv of hus eritics
only plunder ks knowledze and thereby spodd fus reputation Naturally
they do not lile to give hum the credst for wbat he hasdore Thereisanother
reason for thus Benfey was one of the greatest Indologists of the I9th
century Certain prejudices have been raised against hum because ke was




NEGRO SPIRITUAL IN AMERICAN FOLKSONG
AND FOLKLORE

SwAMI P PARAMPANTIHI

Tn recent years there has been a growmg interest in America m Folksongs and
Folklore There are more than 40,000 pieces of recorded folk music i the Archive
of American Folksong 1 the Library of Congress A few years ago the Library
of Congress mentioned 10 a kst 1500 recorded folksongs made by twelve com-
mercial companies There are many Folklore societies 1n this country , one of the
main organisations cilled The Amenican Folklore Society was founded 1n 1888
Quite a few states have their own Folklore societies (Arkansas, Cahfornia, Colorado
Flonda Kansas etc etc) In every year many folk festivals are held all over the
couniry attended by thousands of people

There 15 some confusion about what a folksong 1s Everybody knows that
aballad 1s a song that tells a story  Yet a ballad may be a folksong buta folksong
may not be a ballad unless 1t tells 2 story Folksong 15 an isclusive word
encompassing vartous music of the peoples from all walks of hfe A smlor’s work
song of the sea 1s a folksong , a negro spinitual is a religious folksong , the Blues,
a melancholy type of jazz, can be a folksong Ray M Lawless says that *
there are of every war, canal Iife, mming, herding
cattle, domestic life, robbery and bad man activities, slum life, pioneering, and so
on™ (Folksmgers and Folksongs in America, p 5)

The same author quotes with approval the following defintion of a genuine,
traditional folksong {or folktune, for it may be instrumental) 1t 15 “music that
has been submutted to the process of oral transmisston , 1t 1s a product of evoln
tion, and 1s dependent on the of vaniation and sefection *

The Negro spiritual, an important branch of American folksongs fulfils this
defirstion 1n every way The first African slaves came to Virgima a year before the
arrtval of the Mayflower 1n America By the early 18th century there were more
than 75000 slaves sn the colonies , a century later there were about a mtllion staves
m this country The Africans had a natural skill for expressing their feelings 1n
rhythm, melody and dance They brought from Africa various types of African
drums Gradually they introduced into the Colomes certain traits of African
music “‘syncopated beats, shifting accents, variety of rhythm, and call and
answer format of voodoo chants* (Panorama of American Masic by Dawid
Ewen, p 53)

The African often sang and danced during the working hours , for, he found
peace in lus songs and dance 1n the midst of a cruel world Slowly he came into
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contact with European melody and harmony and his natural muste soul
was effected by them Eventuilly hus music tried to combine European 1dioms
with the African rhythm In Chustamty, the Negro found an escape from his

sstence In 1t he di d a dream, and the promise of a new life
He began to wdentify humself “with Christ who had been crucified ” His songs
took on dccp religious colounng and a pmfound spritual depth Sometimes hus
songs were “‘sorrow songs"—the of an people ,
sometimes there were “shouts™—the outbursts of rehigious ecstasy

The Negro spintual has techmques and methods that set 1t apart from other
Amencan Folksongs It changes from major to minor “without the benefit of
formal modulations ™ It has rhythm and intonation , 1t 1nvolves the 1njection of
notes hke the flattened third or seventh which 1s foresgn {o the formal scale It
has marked variations of the rhythmuc pattern

The spuritual was created by groups—not by any one person or persons
‘Therefore, 1t 1s sung chorally having not only melody but also the harmony Dawid
Ewen states that spiritual, specially the “shout” was frequently produced spon-
taneously, “inspired by the excited emotions of the moment ' {Ibud, p 55)

There are three classes of Negro spritual One has the call and answer method
found 1n the African tribal songs One sentence s thrown out by 2 leader and 15
answered “by a repetitious word, phrase, or sentence by a group of voices The
tempo 15 fast, the melodtes are spirtted, the mood intense and passionate ™ (p 55)
Examples “Shout for joy,” “The Great Camp Meeting ™

The second type has a slower tempo and a profolinder movement and a great
beauty A long sustaned phrase 1s the core of the melody—as in “Sometimes
1 feel like a motherless Chuld” and “Swing Low, Sweet Chartat ™

The thurd type of spinitual 1s the most famous It consists of a “lighly syn-
copated melody made up of snatches of rhythmic patterns  Examples “Lattle
David Play On Your Harp,” *All God’s Chullun Got Wings **

‘The story of crucification nspired quite a few profoundly moving Negro
spirituals The sorrow expressed 15 restrained here , this makes 1t ali the more
poignant Examples . “Never Saud A Mumbaling Word,” “Were You There When
They Cruaified My Lord

Similarly, the stories of the Old Testament struck a responsive echo in the
fearts of ¢he staves I tire capovidy of Ghe Jews it Egype oite Negros fouvad o
counterpart of theit own slavery The call “Let My People Go™ in *“When Israel
Was In Egypt Land” very clearly expresses the call for freedom of the slaves In
those days the Negro slaves could not openly vaice therr desire for freedom So
they expressed thewr feelings for freedom through songs like these “Steal Away
To Jesus, steal away home ™ *Y ain't Got Long to stay here ; I am bound for
Promised Land ™
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The first Negro spuntuzl appeared 1n pninted sheet music 10 Plladelphia
in 1862 Tt was the famous song entitled “Roll, Jordon Rolt * In 1867, the first
collection of Negro spinituals appeared in the Port Royal Islands entitled “Slave
Songs of the United States * By 1871 the Negro spintual received general popula-
ity throughout the country

T have gathered the matenals for ths article from the follo
wing books  Folksingers and

Folksongs 31 Amenca by Ray M Lawless Panorams of
Poisonsr 1 Aene of Amencan Popular Music by



THE POPULARISATION OF FOLK SONGS
INTHEUS A.

PrTER SrEGER

‘ The trouble with so many of us folklorists,” the late J Frank Dobie of Texas
once told me, “is that we dig up dead bones from one graveyard just to go bury
them 1n another *

Though American folklorists had been collecting such songs as Negro spurt
tuals, cowboy songs, mountain ballads, and the music of dogens of ethntc minonties,
ever stace the late 19th Century, 1t 1s true that by oud 20th Century most of thesr
collections were still gathering dust on their library shelves

Atterapts to 1ntroduce folk songs through schools often met with negative
results  the chidren ended up dishking the very name of folk muscc Why?
Partly because 1t was beyond the ability of the average musicteacher to convey the
great sense of style which a traditional performer might have A tune which spark-
led on the strings of a country fiddler often sounded flat and uminspired on a class-
room piano Self-conscious city bred vocal chords could not have even simulate
the powerful rasp of a Negro work song And more than this  the songs were
often selected and re written to take all the healthy sense of sex and protest out
of them

Trained musicians and music schoals often took a condescending attitude
towards native American home made music They were more interested m cxplar
1ng the ! of h music, than the subtl ofan
ballad singer

The field of commercial popular music was not so snobbish As m all past
centuries 1t was eager to exploit any rdiom that could be turped into cash But
recording companies and radio stations tended to want to adapt country muste to
fit their own customary forms by adding orchestral accompamments, or again
toning down the words so as not to offend any customer Tragedy was turned 1ato
sentimentahity Biting humor would be turned into patromzing trviality It was
a lucky exception, when a coal muner’s song like * Sixteen Ton * swept the country
w1951

¢ Sixteen ton, and what do you get?

Another day older and—a deeper 1n debt

St Peter, don t you call me ‘cause Icantgo ,
1 owe my soul to the company store ™

In the fate 1930 s and early *40 s the curator of the Arcluve of Folksong 1n the
Labrary of Congress, Alan Lomas, started making determimed efforts to make
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My own guess 1s that 999 out of a thousand of the new songs will be forgotten,
as are most popular songs But a few of the best one wull Iive and grow And
future generations, recalling them, will know that i these ensis years of the
second half of the Twentieth Century, young Amenicans were strugeling to
understand the world and themselves, and seized upon a form some people called
“folk music* as a medium for commumcation

Note As with most articles about music, the reader will feel somewhat at
a loss without being able to hear the music under discusston  If any reader can
locate & radio station, USIS library, or unnersity with some of the follomng
record labels, they may be able to document the story I have outhaed abave
Folkways records, Vanguard, Electra, Folk Library Records, Columbia As to
performers, m addition to the names mentioned 1n the above article, look up
songwnters Tom Paxton, Len Chandler, Phul Ochs, Buffy Sant Mane, Pat Sky,
and the traditional performers, Doc Watson, Mississippt John Hurt, and the female
singers, Joan Baez, Judy Collins, and Odetta There are many, many more The
magaznne Sing Out, 165 West 46 St , New York, N Y, has for fifteen years docu-
mented this story 1 detai]



AN ACCOUNT OF THE FOLKLORISTIC ACTIVITIES IN
BENGAL : EARLY PERIOD

SANKAR SEN GUPTA

The study of folklore began 1n Bengal, and 1n India, not 1n response to academic
needs, but to serve admimistration and to satisfy enthusiasts So 1t has made httle
progress i academic research i comparison with the West The blame must, to a
great extent, go o an snadequate policy, and a neglect of the subject by persons
whose opinions matter in the academic world It s sl an dptional subject of study
1n the Post Graduate classes, 1 some umversities in Indra, and that too as a part
of either hiterature or anthropology, but not as an independent discipline 1t 35
no doubt a good sign that 1n spite of the apathetic attitude, setious and selfless
workers, enthusiasts and students are getting interested more and more 1n the
study of folklore n Bengal
There are various schools of folklore study
1. Indic-School The members of this school are generally Sansknit scholars
They are both linguists and humanists and deal with their subjects from the
P of trad: holarship Their knowledge of Sansknt enables them
to trace many folk materials to their classical sources Scholars like Maurice
Bloomungfield, Theodor Benfey, Henry F ColbrooRe, Rev James Long, William
Jones, F. Buchanon Hamultom, Ruchard Francs Burton, H H  Wilson,
Rabindranath Tagore, R P Chanda, Nagendranath Vasu, Hara prasad Shastr,
R dralal Mitra, Radhag da Basak, S K De, R D Banergee, N K
Bhattasalt, Sukumar Sen,J N Banerjee etc belong to this school
2 Anth I school Anth 1 study became a distinet academie
subject 1n the mneteenth century Members of this school derive their inspiration
feom field and laboratory studies Boas and Frazer are recogmzed, bestdes E B
Tylor, who introduced the term ‘culture’ 1n 1865 and defined 1t 1n fus book entitled
“Primitive Culture” (1871) Morgan’s“Ancient Society™ appeared 1n 1877 Frazer’s
“Golden Bough” (1922), Boas' “Some Problems of Methodology 1a Social Science™
(1930) are frequently quoted by the social and cultural anthropologists and also an
earlier book onanthropology, which appeared as early as 1843, “The Natural History
of Man" by James C Prichard Folklore serves as an excellent tool for the analysis
of the people, their culture, norms, behaviour etc , 1n the hands of scholars of thts
school They have also utibised folkloristic matertals (n their field investigation 1o
order to establish rapport with the rural and tabal folks The folkloristic matersals
they use are sorted out by them under the head ‘material culture* In their willage,
tribal, ethnograpluc and other studies, quite 2 number of soctal and cultural anthro-
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pologists make use of folklore Scholars of this school include Andrew Tong,
E T Dalton, H Risley, Rev Shernng, W H R Rwer, T C Hodson, C G Seling
man, J Shakespear, W Crooke, P R T Gordon,P O Bodding, Joha Hoffmann,
S C Roy,§ C Mitra, B § Guha,D N Majumdar, B N Dutta,J B S Haldane,
K P Chattopadhyaya, R X Mukherjee, N K Bose, P C Biswas M N Basu
and athers

3 Aarne Thompson School Members of this school are primaely interested
m comparatve study and are busy m the study of European and Amen-
can foiktales They are p larly m and
comparative study of folklore and emphasising the importance of obtaining numer
ous vareties of 2 particular fale or any other piece of folMore The scholars of
this school are Stith Thompson humself hus student Jonas Balys, C W von Sedow,
Archer Taylor, Alan Lundes, R M Dorson K M Briggs, Heinz Mode, D C
Sen, Dusan Zbavitel, Mozharul Islam, Sukumar Sen Ralph Troger, Asutosh
Bhattacharya, Sawtes Sann and others In the field of comparative mythology
Maxmueller's “Chups from German Workship” 1s an important remainder It
should also be pointed out that while transtating ‘Panchatantra® 1n 1859 Theodor
Benfey first clamed that the source of European folktale 1s India Tius 1s known
as “The theory of Indian ongin of folktale® Fiske s “Myths and Myth Makers™
{1878}, C W Cox’s “Mythology of the Aryan Nations” (1870) also support the
view that Indiz 15 the homeland of the myths of the world OF late a reputed
scholar Iike Andrew Long contradicted thus theory w hus “The Indian Ongin of
Popular Tales” (The Academy, 1892) Here an mmportant book “The Oral Tales
of India” by Stath Thompso? and s student Jonas Balys pubhshed 1 1958 from
the Indiana Uniersity, USA may be ded to the serious
scholars bestdes Thompson’s * The folktale °, (New York, 1951)

It may be pertinent to pont out another school as the Lingmstic School
Members of this school have directed their studies to the academic and humanistic
sphere The scholars of this school are many To name a few we should start with
Rev JamesLong G A Grierson, § K Chatterjee, Muhammad Sahidullah, Abdul
Hai,J Koflmann, Van A Emelen and athers

In Bengal the lustory of folklore study developed in two distinet lines, the
Uiterary and anthropological and the popular Here we are concerned pnimanty
with popular and academie composttions, not with the work of fiction writers
or poets, who have utilised folklore 1 theie ereative wnuings But 1t 15 hardly
possible to distupguish the folk lterature of Bengal from medieval Bengalt bitera-
ture, espectally the Mangal Kdvyas, the Pdnchals and other forms Kabikankan
Mukundaram wave hus epic more around folklore than mythology In the study
of the Mangal Kmv3as, the Pdnchali, the Panthi and similar materals a pumber of
scholars have distinguished themselves The hustory of the Mangal Kivyas has
been written by Asutosh Bhattacharya who has also edited a book on Manasd
Mangal Sukumar Sen, T hehaedea Dasgupta, Jatind h

jee
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Unnats (1915), Rmvater Ratha (1926), Palli Prakrun (1928), Grambastdiger Pratt
(1930), Desher Kiy (1932), Aramya Debatd (1938) and the songs composed by lum

Amang others we must mention Satischandra Mukheeyee of Dawn Society
who wrote seseral important essays on caste, Mrs Anme Besant also
contributed articles on fhus subject from 1903 to 1905 Another ymportant
name 1s Kangdl Harnath who did marvellous work on the peasant kfe of Bengal
Acharya Beajendeanath Seal delivered the traugural address on The meaning
of Race Trbe Nation at the first Unisersal Race Coggress in London wn 1911
Acharya Ramendrasundar Trivedi wrote ‘Bangalakshmir Vrata Kathia (The
Vrata rituals of the womenfolh of Bengal) and a scholarly introduction to the
book “Khukumamr Chhada’ 1899 (Nursery Rhymes) by Jogindranath Sarkar
Acharya Gmndmsekhar Bose the noted psychologist his also some essays on
folk psychology dranath Dutta s anthropol al and folklonistic papers
are of1 very lugh standard and have recerved wide apprecration Bestdes, Harrdas
Palit’s *Addyer Gambhird' (1912) Benoykumar Sarkar's “Folk element 1n Hindu
culture” (1917) deserve mention

“Bengn! Peasnt Life’ (1874) by Lal Behar Dey was first published under
the title “Govinda Samanta or the History of Bengalt Rasyat™, printed tn two yolu-
mes Here the peasants of Burdwan districtare desertbed Has *‘Folktales of Bengal™>
(1881) won hum world fame Folk tale collection beganin Bengalinas earlyas 1838
when the information of folktales came primanty from travellers. This was the
trend up to 1870 From 1870 to 1920 the Briish officals, European mussionaries
collected folklore from their interest in the natne hfe, language and culture
Fram 1920 orward matured scholars appered whose use of comparative methods
opened new horizons of folklore studv During this tume Dineshehandra Sen,
Guruesaday Dutl, Rand h Tagore, A & h Tagore, Dak mjan
Mitra Majumdar, Sibratan Mitra, Nishikantt Sen, and othets rendered useful
service To dwell on the study of folldore i Bengal in the earlier peniod we may
divide the subject 1 the following manner (1) Western scholwrs (1) Indian
scholars in the pre ladependence period

WESTERN SCHOLARS THE NUCLEUS

In Bengal, folklore has mercly meant a study of folk hterature But there
1s quite a lot of misconception here as to the scope of folklore studses There s
also lack of agreement about the aims and methods of folklore study among scho
lrs and workers themselves As literary scholars or enthusiasts have taken the
lead 1 folllore study in Bengal most of them arc not prepared to expand their
tdea and conception of folklore much beyond folk hterature

There is no doubt that the proncer work of folklore study x Bengal and 1n
Indaa began with the Western scholars, administrators, missionary worhers and
travellers Dr Mazharul Islam of the Raysaln Usiversity, Eastern Pakistan, has
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made 2 study entrtled “A hustory of English folk tale collection 1z India and Pakis-
tan" from the indiana Umiversity n 1963 where he divides the study snto three
periods
() when the information about folktales come from trasellers,
(1) when Briush Ofcials and European Missionaries collected folklore to
know the people from thetr roots, and
(ui) when scholars apphed the comparatne method
Folklonistic work started in Bengal at the end of the 18th century, parti-
cufacly after the establishment of the Asatic Socety of Bengal in 1784
Twenty years later in 1804, the Bombay Branch of the Royal Astate Society
was founded After 2 gap of another twemty fixe years, in 1829, The
Royal Asiatic Society of Great Brtan and Ireland was founded The Journals
of these Soctetics published important materials on folklore and associated
topies and they gave imepetus, nspiration and encouragement to Indian
and Western scholars alike The journal of the Anthropological  Society
of Bombay was published in 1886, and from this time on many journals
Itke the Quarterly Journal of the Mythic Society (Banealore), Journal of Bengal
Behar and Orissa Research Socety (Bikamir) Man in India (Ranchi) Epigra
phica Indiea (pablished by the Government of India, Dept of Epigraphy),
Indian Antiquity (started :n Bombay 1n 1872 under the edutorship of J Burges)
and many other Enghsh and regional language journals roused the interest
of scholars in the study of Indoloey which wirtually inspired the workers
of folklore Itis well known that the study of folklore came into betng (n India
as a branch of Indolegy Vre should also remember 1ot the Onientalist Thomas
Bacon brought together and published 1n 1842 a series of folk tales, legends and
historical romances Some objecunve studies are alse available in “Astate Rescar
ches™, the first volume of which appeared tn as carly as 1788 We are profoundly
ndebted to same Chnstan Missignartes avtlians and thewr wives aed teanellers
for their ainvatuable service to our hustory folklore and other branches of Izdian
«tudics  Some of their studies were made duning therr stay 1n Indaa or after they
had Teft the country Rev Morton was perhaps the first compiler of Bengali
proverbs 1n 1832 The credut of cafling public attention to the imestigation of
1 1 science and the colk of folklore 13 justly attnbuted to Rev Jares
Long His* Prabidmila™, a collectionoftwottousand Bengal proverds illustrating
natnne hife and feeling appeared (n 1868 He had cofl~cted more than <000 pro
verbs from the / ndr d (womenfold) of Bengal and tus  Oniental Proverbs in therr
relation 1o folklore hustory and soctology  was fiest pubhished sn 1875 “Eastern
Proverbs ” by Lone appeared m 1831 and 500 queshions on the subject requinrg
1 the social cond of the nauses  first published 1n 1862 has
Just been reprated 1n Todia 1o 1966 Sir Hean M Ellots “Memorrs 0:'
Tustory, folllare and distnbution of tha races in Weatern Provinces of Indu
appeared wn 1869 \bbe J A Dubbors  Fhndu manners, customs and
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ceremonses* was published m as early as 1816 Others publications mclud'c
E T Daltons “Desciptve Ethrology of Bengal™ (1871}, W Hunter's
“Staustical Account of Bengal® (1877), R C Temples ¢ Wide Awake Stonies”
{with F A Steel) (1884), C Swynnerton’s “Indian Night s Entertmnment  {1839),
H Rusleys “Tubes and Castes of Bengal™ (1891) W Crookes “Religion and
folklore of northern India (1826), P O Boddings “Santal Folklore (1926)
“Tradition and Institution of the Santals (1942) “‘Folklore and Santal Parganas
(1909) by C H Bompas “Bengal Houschold Tales' by Wilham McCullock
(1912) W D Monro s “Stories of Indian Gods and Herees {1911) D A
Macenzie s * Indian Myth Legend (1913) Margaret Noble (Sister Nunvedita) s
*“Myths of the Hindus and Buddhists (1913 * Cradle Tales of Hindustan (1907}
and many others

As has already been said 1t was due to the effort of the western scholars and
admmstrators that the manners customs fotkiore and
features of Indian Lfe came to be known mn and outside India Here we have
hurriedly mentioned some of their contributions  This trend has ultimately widen-
ed the scope of folklore rescarch What we.now need 1s a scientific approach and
a philosophy to gude 1ts study

PRE INDEPENDENCE DAYS

Lal Behan Dey 1s perhaps the first successful scholar in thus ficld His “Bengal
Peasant Life” (1874) 1s an important portrayal of the peasantry of the Burdwan
district of hts tune  His next popular work “Folk Tales of Bengal ' (1881) earned
for tum 2 world reputation S € Mtra was an emment scholar of Bengalfolklore,
he cont-ibuted as many as four huadred articles on vanous aspects of folklore to
different learned and academuc yournals He was a lawyer by profession and for
some time was also connected wath the University of Calcutta n the department
of Anthropology S € Roy who was also onginally a practising member of the
legal profession had done much to bring the government to appreciate the
specialities of the tribal land laws, rehgions, customs ete of folk Iife and founded
“Man m Indi” m 1928 This 15 a quarterly journal wiich 1s rendering a very
useful sersice to tribal and anthropological studies 1n Indi 1t 1s impossible to
evaluate Tagore’s role 1n the folklore movement in this country 1n our hmuted
compass His “Lok Salitya” (Folk Literature) appeared mn 1907 The attzntion
of Sir Asutosh Mukherjee, the then Vice-Chancellor of the Umnersity of
Calcutta, was deawn ta the wealth of the folldore of Bengal and wn this he could
secure the services of an able scholar, Dineshchandra Sen, who was a versaule
genius and the Professor of the Department of Modern Indun Languiges in the
Umversity of Calcutta His four volumes of AMymensingh Guika and its Enghsh
rendering as “Lastern Bengal Ballwds of Mymensingh™, (19201932} Panalgr
Puranari (1939) (W omenfolk of Bengal), Gopichandrer Gan (Songs of Gopichandea)
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and other works won fum an iternationad reputition Gurusaday Dutt, 1 civibian,
will be remgmbered as the founder of the Bratachart Society, inftating a mosement
of folk dance and physical culture 1n Bengal His wide range of activities and
scholarly contributions on folk art, folk dance, and his colicctton of folklore materi-
als will be remembered with gratitude by Folklorists of Bengal The contributions
of Dikshinaranjan Mitra Majumdar, the most popular juventle writer of Bengal,
collected m lus “Thakurmar Jhuk*” (1907), “Thakurdadar Jhult™, (1909), “Thandidir
Thali™ (1913) are remarkable and he s almost a household name 1n Bengal Another
important person 1n ths field s Jogindranath Sarkar who brought atout a revolu-
tion by his book “Khukumanir Chhada” (Nursery Riymes), “Hasi-Khusi™ {Lavgh-
tew and Joy) He s equally popular today even after a century of his birth  Upen-
drakishore Roy Chaudhury's “Tungumr Bai”, Abanindranath 1, Tagore's “Brataka-
tha", (Veata Ritual), Indiradevi Chaudhurant’s *Banglar ST Achar” (Marriage
customs of East and North Bengal), Kshitimohan Sen Shastrs s “*Banglar Baul™
(1954} 8.K De's* Bangla Prabad” (1951) and tus P R § thesis ““ Bengals Literature
1n the 19th Century”™ (1954), Sumtrhumar Chatterjee’s “Onigin and Deselopment
of Bengah Langunge and Literature™, (1926), Amarendranathy Roy's ** Bangalir
Pua Parban™ (1939), Manindramohan Basu's “Sahapa Sakuey a4 (1930), Mobhum-
mad Monsuruddin’s *“ Haramam™ (1943) (the first ecition of this foik song collection
was published from the Untversity of Calcuttt but is now going to be published
from Dacca and so far eight volumes of this book have been published), Dakshinar-
anjan Shastr’s “Ornigin and Development of Ancestor Wo.ship in India” (1963),
Srihumar Banerjee's bedlsant piece on Rilpakathd (Fary Talcs) are noteworthy
Among the collectors of fotklore Chandrakumar | De, huis gurn Kedarnath
M; Roy, R k Gupta, B 1r Sanyal, Moksha.
daranjan  Bhattachtrya, Prabaschandra Bhattacharya, Jibendralumar Dutta,
Biswara) Dhanwantast and many others are important Nishthanta Sen, a con-
temporary of D: Mutra N collected and published 2 number
of books on folktales of Bengal Sibratan Mitra s another important name who
has published his very valuable collection 1n “Nishur Katha®, “Sanjer Katha",
(1939) and 1n other works
Important matenals can be gleaned from R C Dutta’s “History of the
Civilization of Ancient India" (1889-90), M C Dutta’s “Folklore of Bengal™
(1893), K. N Banerjec's “Popular Tales of Bengal® (1905) Sreeshehandra Bose
published “Falt-tales of Bundustan™ 1 1908 under a pseudonym *‘Chull Shaikh',
Maharam Sumite Devi’s “Indian Fairy Tales™ (1922), J N Banerjee’s “Some folk
gods of ancient and medieval India™ (1938), Panchanan Mitra’s “Pre-histonc India™
(1923), B S Guha's 1931 Census Report, H C Chakladar’s “Problems of Racial
Composition of Indian People™ (1936), R P Chandas “Indo Aryan Races™
(1916), B C Law's “Some Kshatriya Tribes of Ancient India*” (1924), S B Das-
gupt1’s “Obscure Rehgrous Cults As The Background of Bengal Luerature™,
(1945), Niharranyin Roy's “*Bangalir Juiltas *, Ayt Mookerjee’s **Folk Art of Bengal™
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(1945), Delupracad Chattopdhyaya s “Lokayata Davshan and many otber books
and monographs of this typs are impo-tant The mames of Kaldas Nag, Radha
kamal Mukherjee Tripurashapkar Sen Shastes, the Maharaa of Natore and
Annadashankar Rov are al o rmportant in ths conpection

This prosedes a broad outlime of folklorstic activities in this State It has
already been said that in the rigid <ense of the term there ss no folklorist in Bengal
But a great many schotars emment porsons and d ligent workers have Jdesoted
much of thetr time to collection selecuon and publication of folllore matenals
and as a result we have works which are of great value As a whole this account
of folklonstic activity will go to substantiate the fact that folklorntie wo-ks and
actiities have had (:.mly long tradition here though a scientific approach s not
particularly evident

Withm this short space we have tned our best to menton all the leading no-ks
and thew authors in this fiedd  Our hist may not be evhaustnve for which we beg
1o be excused
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wn such entertunments do not bother and foliow the multtude bhudly 1o anv
case they arc only few w number  Mast of the sillagers caprtulate to the ulg uties
of the towns the d iy they arrine
It 1s doubtful if forugn donuntion has harmed any piovime more than
Bengal Caleutta Bengad s capital ss a ity built by foretgners 1t does not reflect
of Bengal s art and music in any manner as do the capitals of other provinces
The other provincial capitals if they are old towns have bises of arls music and
dances of the country around Brinsh rule has 1t is true somewhat weihened
them but has not destroyed them altogether Moreover the older towns or capitals
emjoyed, 11 many imstances the patronage of the rajas and nawabs w huch
encouraged and thereby helped the traditional music and other age old artistic
avocations to survive Tlus explams how the singers and dancers of other pro-
vinces, who are compdratively well off because of feudatory or prircely patronage,
have been able to come to far away Bengal and even influence her distinctive musi2
Denied such opportumty the folk singers of Baul, Bhdtidl or Airtan ftave not been
able 10 spread any influence in Calowita
Today the dances and the arts of Beng'al are hedden from the pubhic view
and the artists are more concerned wth Japanese art, Jtalian art, Ajanta art,
Moghul art and what have you than with Bengah art With a lot of fanfare and
expense the artists of Bengal go to other countries to learn foreym art and collect
encomia The current changed taste of the people has opened up for these artists
avenues of wealth But the foll patnters and sculptars (the image makers) and the
carpenters (those who sculpt 1 wood) have become destitute It1s true that
Abamindranath, Nandalal Bose and Gurusaday Dutta are trying to rescue and
rescucrate the artsof Bengal but their efforts are still a fractzon of what is required
It 15 quite common these days to find non Bengalisingers earung money in Bengal
by singing Hindustham and Gazal songs Imtating them and singmg m hke
fashion afew Bengal singers are also earmng some money But the Kirtan  Baul
or Bhdual singers of Bengal literally go about in the street nd e1rn therr hving
as street singers  Aertan songs pechaps, get some patronage but compared to the
patronage of Hindustham songs 1t 1s very little
The reason s that the Bengahis as a race are forgetful of themselves A Bengali
thinks himself superior 10 persons from other provirces merely on the strength
of having imitated the Europeans to a greater extent There are hiterary socteties
m Bengal but they do not conform to tradtuonal norms Outside Bangal 1 large
number of Mushairds are held The poets are invited to participate 1 these meet-
mgs A poet reads his poems in the light of the lamp handed over to him—the
Mashairds take place at mght—which he then passes on to the next poet In
this way the lamp goes round The enthusiasm that one finds in these gathenings
are not found 1n our hterary meetings The Mishaird rather than the latter 15
national 1n character and form
Many persons desirous of learning the songs of Bengal are unable to do so
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becruse of lack of opportunity. There 1 hardly 11y atrangement in the towns for
teaching Baul, Kirtan or Bhduali And who will t1ke the trouble of gomng round
the viftages and taking patns to learn them

The villagers have little opportunity of earning moncy in the towns by singing
For one thing, one will require money at the beginning  There are other obstacles
Throueh association with the British we have become overconscious about the
value of time Qur preoccupations have increased and we htve litle time for
enjoyment One cannot emjoy folk songs in short spells of ime In the willages
reople used to have plenty of lessure They did not become impatient even if the
same song was sung over and over again  The Jdrrds (fol\ theatre) are nught long
affairs Lakshman (brother of Rama) 1s lut by the Saktisel* , the iidys (chorns)
immediately break 1nto a song which lasts two hours lh.en the violntst stasts
who takes an hour and a half before stopping , then comes Rama's long ululation
of grief, then Swa s, then Haniiman's—where 1s the listener to sit through such a
performance these days? Wiile the composition and atutude of the audience have
changed, the form and method of sipging folk songs have not changed That 1s
why people flock to the theatre rather than to the Bhashdn or Jarra performance
1If someone could prune and shorten the kength of folk songs he might be able to
propagate folk music successfully

Maost of those belonging to the arties who sing folk sones make many mistakes
This I have found out from personal experience wiule trying to teach folk music
to a few such singers For one thing they are not suffictently respectful towards
the subject they wish to learn  They are not prepargd to devote even a fraction
of the time to learn folk music that they are prepared to desote for learming other
Linds of music The famous dancer Isadora Duncan wrote in her autobiography
“It has taken me years of struggle, hard work and research to learn to make one
simple gesture and I know enough about the art of writing to reahse that it would
take me aeain just so many years of concentrated effort to write one simple beautt-
ful sentence ™

‘Those who hve had to devote Iifelong practice and traming to gain recognition
1 the field of classical music want to be famous by learming [olk music for a few
hoursonly They refuse to acknowledge that unless there are long years of prepara-
tion and discipline no branch of education can have any worthwhile influence
Folk songs have to be learnt by years of practice and diligence At the same ume
the audience—who, 1n the cittes have become used to hstening Hindustham and
Gazal songs—must also be made to acquire a sense of respect towards folk music
1115 easv to fotlow a well trodden path  But only those artists will achiese distine-
tion who are able to create themseles anew in the mind of the listener

Recently one does find people who are eager to isten to folk songs  But they

1 Shakusel A deadly weapon used by Ravana agamst Lakshman
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are bemng duped by the adulterated product which hke Ahaddar' made 1n Japan,
15 turned out by an admexture of a few Bdul and Bhdndh tunes 1n the hybrd songs
of the cizes The false can rarely succeed 1o bepwmhing the people for any length
of time The mmediate effect however 15 likely to be a peneral disrespect nd
wdiflerence towards folk music

The nuances in folk tungs cannot be properly reproduced in the harmonum
How harm{u) thes instrument 1s for a proper recital of folk songs has been very
well stated by Professo A Bake 1n a recent article And yet many of our ungers
cannat sing without the harmomum The result 1s that the folk songs we hear in
the cities are hardly of the pure and genwng variety

Classtcal music has some sort of ce ebral effect Bengal songs on the other
band, appesl mainty tg our emotions Tale for wnstance the Bhatialt song Some
of its long m between notes have such fine and dehicate vanations that without
years of bisteping they cannot be detected But even when not noticed they touch
the mind all the same If 1 few well chosen accomplished singers from the villages
are given a little mstruction as to the ways ang tastes of the urban audience it may
help the pop: of folk muste G )i and the radio autho
rities canalso beof helpantiusrespect Infactihe Hindusthan Record Companyhas
taken some steps 1n this direchion  With their help and encourgement we recorded
a flute recatal by a peasant boy from a village If in this manner some place 1s found
for folk music 1n the aities 1t may be possible to prevent the extinction of rural
festivals and entertainments For the speed with which our villages are imitating
the cities 1t seems that befo-g long the festnals will dze out

About one hundred and fifty years ago the Mushims of our country were affect
¢d by a wave of revival and regeneration This was the Wahabi movement which,
ke the Protestant movement, reshaped Mushm sotiety  As a result of this move-
ment the influence and power of the priests increased considerably They pro-
nounced anathema on songs, mustc and dances In the name of the Holy Quran—
where, d ly, there 1s no against they spread their hold
aver the ignorant common people to such an extent that musicians got beaten
up and were socially boycotted Even today the priests wield considerable influ
ence and their persecution have forced many people to gne up music altogether
Those who have not done 0, have, 1n many 1nstances been forced to follow and be
attendants of lower caste Hindus, as for instance the dhitfis (drummers) and shendi?
players Some have of course secretly continued to cultyvate music

The bigotry of the mushm priests has, to a certain extent, been responsible
Tor the decline and disappearance of folk songs Recently, however, many mushm
feaders hike Maulana Akcam Khan have given therr opmons int favour of music
The young muslims have also advanced somewhat 1n thus direction But it will

1 Khaddar Hand spun cloth introduced by Mahatma Gandh
2. Shendt A wooden wind instrument
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“ke ime before society 15 nid of the influence of the Mullhs wiuch incidentalty
has not been umform 1n all the districts of Bengal The Mussalmans of Dacca
Mymensingh and Chuttagong have not followed the dictates of the Mullahs
strctly
Srt Dinesh Chandra Sen has written 1n the preface of his Mymensingh Gattkt
that the Brahminie influence has harmed the folk music of Bengal cansiderably
Sri Chaitanya s* mwfluence did the same to many k nds of folk songs Formerly
G yan festrvals were celebrated at every nook and corner of Bengal To the accom
pamment of the grave rhythm of the drums the Gajan sanyasis used to sing the
astagans of Chaitrapuya  After they became Vaisf nasas® the people have given up
observing these festivals These days we do not seem to find any more the Dhuptt
dance the Aal dance the Dasmatar dance or the Gypsy dance Because of recent
communal animosity at some places the Mushims have boyc'o\ted the fairs connec
ted with Hindu festivals Formerly they used to participate enthusiastically 1n
rowing matches or jar: songs These are now becomung things of the past
Then again the foik singers ysed to get encourgement from the landlords
and other nich people Many big zaminders used to form amateur snging troupes
But now the zamunders are mostly residents 1n towns Even when they visit thesr
village homes for wedding or other festive occasions they get theatrical troupes
from Caleutta Dunng Aofi Puja they get dancers from Caleutta The willage sin
gers get no encouragement from them
Besides the above the absence of competent composers has also been respon
sible for the decline of folk songs Formerly highly educated persons used to
compose the folk songs as can be seen from Kabl Kankan Chands® or Byay Gupta s
Padma Puran® Now a days the songs wntten or composed by the educated have
hardly any connection with folk music
There 15 yet another reason  Most of our songs are associated with ene kand
or other of relimous ntes At present people are losing therr faith 1n suclr rites
In fact those who obscrve or have belief 1n them are looked down upon in modern
society as have for example been the cases of Baragls Bauls and Nera Fakirs ®
Those who are interested 1n the propagation of folk music should keep 1n mind
the reasons discussed above To remove the obstacles 1t 18 very necessary to create
2 strong body of pubhc opimon 1n favour of folk songs and folk music If and
when the people learn to love them truly the obstacles will disappear

Franloted frvve Rangole by Kawamoy Rake

Sn Chatanya A propoutnder of Vaishnava Rel gion (1486-1533)

Vashnavas  Worshippers of Lord Vishmu

habt Rankan Chands  Chands Mangal Kavya (Narrat ve poems) wrten by Kabt kanhan
Mukundaram Chakravarty Kaby Kankan 1s a title

Padmapuran  Narrauve poems eulogis ng Manasha  the snake goddess

Bawrdgis Biuls & Nerd Fakirs  Three d f-rent relig ous mend cant sects ak n to one anotl er
10 these fauths

-

“» s



FOLKSONGS * PROBLEMS OF COLLECTING
AND EDITING

DR PIYE SHRANTI MANAPATRA

Soctety 15 a complex of groups i within a geog

region having socio <ultural forces a5 2 bass of hfe actviies The basie framework
of society 1s folklore and the society geows having folklo,e as the guding force
10 soctal institun s and cluster of indviduals - An mdivdual human being s not
onty a brologeal enuty” he s also an o game panner of society and heir to the
tradiional culture within the context of groups and matnx of culture The basic
necessities of man are the same 11 all structures of societies but the fashon the
way of bving, the standardization of ife actvines, natural and supernatural, differ
from aee to age and country to country '

The folk commumity 15 a distiet pattern of society, which preserves the older
tradinion, traditional soctal institution and ngrd social organsation  The transmus-
s1om of thought, tradion, songs, festivals, superstnion, beliels are oral As these
socienies are far from urbamsation and sophistication, the products of the culture-
camplex are spantaneous  The tradition survives m Iife-acuvities

Folk songs are transmutted through oral traditions which continue to lve in
the memory of the pzople through ages  These a-e created by indwduals o~ groups,
but generally without the identity of the authors, and a-e the products of a society
or regron  The particular feature of the songs 1s that, the songs lack the style, per-
sonality and whosyncrasy of the anthors, which are attributes of the luerature of
the sophisticated society The folk songs are, therefore, the expression of the simple
mnd having prumitne impulses and these are creanon of a socicty associated with
different Life activities

In the study of folkeongs one should first enquire about the ongin of folksongs
and the dilferent aspects of their diffusion over a geographical regron through ages,
their mutual snfluence, 1. among the multiethmie groups, culture-
complex of different social institutions and soc1al organisations

Folksongs are the hterary products of the people of anonymous idenuty
These hitzrary products may be personal product or commumty product, but their
authorshipis gencrally unknown  The spint and character of folksongs are retained
0 these poducts, even though personal auth 15 known The folk sur-
yuve through ages intact o with some regional vanation The tradition of folk-
sangs flows through eral transmussion, spontancously from person to person,
<ommunity to communtty, may be wath regional colour and character
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The subject matter and the sources of ispiration of the folksonas my vary
It may be free personal expression of human feeling or expression of the group-
attitude towards lfe Tolksongs m1y be sung individually or may be sung i 1
group to commemorate a community festival The folksongs are associated with
the hfe activities of individval o7 commumity These are the oral teshimomes
of the traditionl literary thoughts depicting the socio Iiterary background of the
socteties still retaimng the ‘primitive mind  hving i the unsophisticated way
of hfe

In modern times the folksongs are collected and found n written form
Thus the songs are dissoctated from the music, melody and tune of the songs
which are essential companions of the words spoken or written Apart from tht
fact as the matennls of sotio hstorical studies the folksongs constitute nn essen
14 and valuable document .

The people of our country are of various ethmic origins  Different ethnre groups
settled from ancient times and the groups mixed and also segregated even 1n
a complex racial blending  Although the 1stics bel 1
tic pitterns folk pantheon magrco-religious rites nitualisic customs and even
social mmstitutsons are different in dilferent regions the basic spiat nature and clae
acter of folklore refiect a coltural unty It has been possible because of super

of thoughts 1nter d [ of different culture
patterns The regional cults customs bchers socsal features sometimes preserve
their regronal character but these mamfest the spinit and character of the folklore

Another factor 15 the etharc clement in the population in 1 regron The social
customs rehigious behefs nitualistic pattern ceremonal nites cults and socal
nstitutiens vary according to the heritage peculiar to the ethmic groups The
process of change i socal customs and mutnal relationship among the commu
nities have the tmpact on folksongs 1n different ways Another factor 1s the ogin
and development of relegrous seets and cults with behefs customs rituals and rites
peculinr to them Songs are composed as incantations hymas or musical compost
tron der g the les of religtous sect or cuit Another
factor ts the social orgrmsation or soctal institution where the songs are sung in
social ceremontes festivals or rehigious functions  Some songs are associated with
Life activities wineh are sung in a group

Folksongs are the products of the socicties in every sphere of hfe activities
The folksongs are not only meant for the recreation or pleasure but they also
offer mental compamonship to professional fe of the peaple This particular as
pect of the folksongs should be borne in mind while collecting folksongs I
the evatuation of the folksonos 15 made independently of the relevant context of
the hife 1etivities the nature spinit and sonl of the songs will be lost

The regronal character prevasls in the commumity in a locality though subtle
changes m1ty be observed in the features 1nd mamfestatton of the culture patterns
A particular type of songs has emerged n a particular region A particular type
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of songs can be traced 10 a particular regon. The currents and cross-currents of
culture have been interrelated and interworen 1 dufferent regions of the country
2s a result of the blending of different ethrue groups and cross-cultures under the
impact of various h 1 forces, new cull pl d 1 patterns,
new ntualistic behasiour, conventional customs

There arc songs associated with various socto religous nituals and rtes and
ceremomies The songs are mostly sung by the womenfolk Most of these songs
are about personal wants aspirations prayer for welfare of nearest and dearest
ones happiness, peace, longivity of human hfe Thes= rituals and nites are obsersed
10 the home and members of the family take part in them

There are a few social fesuvals, where persons of a village or villages or the
commumty play their respective roles The lestivals are observed for days together,
even for a month Sore-times follsong, are composed on these occasions of socto-
historical 1mports Some conventtonal songs meant for these festnals are also
sung

The rehigious practices of the folk-people are found in various rrtwahstic
patterns and religrous ntes  Besides the sarisus religrous festivals of the comma-
mues, the nites and ntuals of the womenfolk demand considerable attention The
Aanous rites and rituals revolve round the bfe-cycle of the persons in the family
‘These rites and rituals are performed at different stages of human hifc and on differ-
entoccasions Particularly in wrata nituals the womenfolk are more actine Though
supernatoral beliefs, supersutions and religious feelings lie 1n the background
of yrata rituals, these are obsersed for the worldly aspirations and family welfare
There are songs relating to each vrata ntual and other ntes and nitwals performed
wround the hfe-cycle These folksongs depict the nature of the wrafg ntual and
the ‘mund of the person

1n other nitutlistic songs there are speaific purpose andintention of the person
observing them, such as, the songs sung for the smocation of rain associated
with nites and niteals and songs for the fertility of barren women The
songs are closely associated with each nitual and the song of each category should
be collected and preserved wath the hustory of each ntual Otherwise, the songs will
lose their character and value This will be Like the plants uprooted from the sol,
lostng theie life

All the devotional songs are not rehigious folksongs and all the ntualsuc
folksongs are not also religious folksongs The collector should be careful about
thus fact  All the functional folksongs may not be ritualntic In a socio religious
ceremony or festival, songs may be sung depicting socte-hustorical incidents
There are songs associated with different stages of bife of the individual The func-
tional folksongs are sung on dufferent occasions Certawn folksongs are sung for
the welfare of the members of the famuly Womenfolk take the lead 1n thus respect
Occupational songs are assocated with the working Lfe  Dafferent $0Bgs Jrv sunp
about different occupations Folksongs are alse composed on socro ustorical
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events natural calamuty soctal uyustice personal behaviour and other inerdents
Some songs are also composed on social and national integration

A broad division n two parts may be noticed m the folksongs songs sung
by the male and songs sung by the female Qccupational and recreational sones
ete are usually sung by the male and ntuabstic songs for famuly welfare marrrare
sones etc are sung by the female But this division 15 not a ngd one  Again the
folksongs may be divided i another way mdoor songs and outdoor songs There
are also ‘chhada s (nursery thymes) rectted by children and mothers  Some folk
songs are sung in groups part cularly the ritualistic functional and occupational
songs and some songs arz sung by individuals particularly love songs and devo
tional songs The divistons mentioned here are not the categonies of songs and
folksongs should not be cl d y to these categorse
The mentroned divisions are the different aspeets of folksongs by which the foik
songs may be studied The collector of folksongs must have an 1dea of the outl ae
of vartous categories of folksongs wluch are often overlapping to be specific
0 his work and to understand the nature spmt and character of the folksongs
and their interrelationship n thus respect the collector should know the relevant
socio religious background of the songs and the nituals rites behefs superstitions
functions ceremontes festivals life-cycle of people festival cycle in the calender
for night and proper 1dentification of the folksongs

The factors m classifying the folksongs may differ according to the nature
and spirat of the songs The f\cmrs may be regional ccr:moma! functional oceu
pational rituahistic 1 or i else but
these factors should not be overlipped while collecyng the songs One should
not 1solate a song from the root of its socio relioious background but should
tdentify 1t 1n association with sts background and mterrelationship  Classificiion
or categonization of folksongs 1s not separation from other classes or categor s
but 1t 15 the identification of folksong 1n the rieht context

Accordsng to form the folksongs may be divided into several categortes
The subj of, topic content spint may differ but the songs may be grot ped Lnder
these categortes

Chhadas are usually known as aursery rhymes but these are also recited 11
sndoor games by children The form s distinct from other forms of folksongs
Lyrical form s the form of most of the folksongs In the nirrative songs there
are narration of socio political events or relig ous legends  These are vsually recited
Brromass can be treated as a form because 1t expresses the feelines and emotions
of t vehe months round the year The feelings duning each month tnd season are
expressed 1n this form of songs  Bailad 1s-a folksong that represents a story leading
to a chmax D flerent kinds of feehings arc present m the ballads Incantations
are reaated in different ries and ntuals and these are parhieculardy used n folk
medicine and curatne methods The mcantations may bave meamng or nay be
collection of meamngless word  usually believed to have a supernitural power
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Folk dramas are short dramas having two or more characters deprcting mythicat
legendiry or epic tales Sometimes social pictures and love affairs are the themes
of folk dramas

The structural forms of the folksongs do not affect the inner content of the
nature of the songs The songs are closely associated with and arc an mtceral
part of folk life physical social or metaphysical The hife-cycle of a human bung
from birth to death may be the order of categorization of the Tolksongs ass yaited
with them The follsongs of the socio religrous ceremonies and festivals may be
collected and arraneed chronologically according to calender vear ¥ otksonss of
a partcular category pres uling in different regions may be arrang d und~ that
categary  Whatever may be the order aof collection and arrungement 1t must b
umform consistent systematic and logical

The callection of folksongs 1s a diflicult Job 2nd se abo 1s 1ts classificaton
under different categonies mamtarmng their nature and character The songs
ate accepted as commumty product therefore the songs are not individual units
anisolated product of the feeling emottons of a particular person  The folksongs
are closely d with the and also with nature Trauts of folk
beltefs superstitton mituals social conditton and lingwistie patterns arc found 1n
the folhsongs 1f these songs are treated as 1solated products of 1ndividual persons
they will lose thetr character and spint The folksongs are assotiated closely with
the Iife activities of the people and these should be presersed and siudied with
these soctal interpretation

‘The songs are composed by the people of the soil therefore regtonal usape
of words are frequently foynd sn the songs It indicates the hinguistic vatue of the
songs In collecting the folksongs the regional words should be hept 1n the enigimat
form Words should not be distorted after a collector s own way 1f he 1s unable to
vnderstand the meaning of the words The songs may be the source of mater als
of rescarch in the fields of social science anthropology and human reliton The
usage of words expression idioms sociat and nitualisticreferences depict the actual
picture of the people Therefore the collector should nrot change the words or
cxpression in s own way for the sake of easy acceptance by the sophusticated
sotiety

The songs are not the ustory of a countey or the statement of enolutton of
soctat condition or religious ceremoties but the songs preserve the teadition of the
people of a region the matersals of history of secial conditions and these are avait
able 1n 1n indirect way There nught be fragments of historical materinly stray
events of socintcond tion because the expressions ace oral and may be changed
fromtime to tiume  In spite of these ltmitations the folksongs are of immense
value as the source matenials if properly collected efficiently preserved 1nd edited
with 1he soczo rehgrous background

The folksongs cannot be detached (rom the folktune melody and fofk music
The folktut & music and alse moed of the folksingers re ceh An ntegr past of
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the folksongs A particular music 1s associated with a particular type of song
The wordings combined with the music characterise the nature of the song
Though the songs have their literary value, the real value of the folksongs 1s con
sidered by their association with the music The songs should not be ¢collected as
preces of hiterature only and the collectors should not ignore the music The fotk-
songs should be collected with thetr notation of folktune and musie preferably
by tape record There are songs which are sung on a particular occasion 1 a
parttcular season or on a particular day or 1 a particular ceremony Those
songs should be collected on the day of the occasion Otherwise the songs may
lack the spirit and may 1nvolve the nisk of being collected in a distorted form The
wordings are the body and music 1s the sou! of the folksongs

‘The nitusbstic songs should also be collected with the full lustory of the nituals,
ceremanmes, festivals and also with the detuled descriptions so that the back-
ground of the composition of the songs may be clear Folksongs should not be
collected indiscriminately  The collector should understand the Iiterary value and
the socio hustorical value of the songg which 15, sometimes, more important The
wordings ahd composition should not be distorted Whle collecting the songs the
collector should note the explanation and interpretation given by the singer The
collector should also note the personal identification such as name, address age
and other particulars of the persons from whom the songs are collected He
should mentiont the musical instruments used 1n different types of folksongs If
the songs are assoctated with dance, the photographs and details of folk dance
should be collected .

A true Jolksinger may not be a good interpreter of the songs and their socio
religions background The collector should be aware of this problem He should
colfeet the on the spot descniptions methods of worship description of ceremones,
festivals, rituals, rehigious and other rites hustory of the worship of deities post
ton of the persons and castes performiag the worshup w the socal heeracchy,
sotio religious context of the songs and also the lingwstic peculanties The
collector should have arrangements to record the music of the folksongs while
collecting them

A collector should be well with the anthropol 1, social and
economuc background of the locality, from where the folksongs are collected
His soundness of knowledge 1n tius respect will lead to the accuracy of the facts
he may be collecting In our country there is not only & single culture single growp
of people, single method of worship sisgle form of folksongs and single form of
musical tune  One should be conversant with the interrelationship among the com
munities, methods of sorship, performance of ntes and ntuals tunes of folk
mustc and also the culture~complex

The danger of the hers on the folksongs 1s the fake folk and pseu
do folksongs The alarmiag growth of this danger stands 1n the way of propet
study of the folksongs 1n the mght way It 1s very difficult to understand which

.
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songs are gepuine and wluch are fake In recent times, people, particularly sophus
ticated people ate b 10 folk and these are getting pop
‘There lies the danger of folksongs not being genuine The genuine materials of folk-
songs are being transformed by sophisticated hands to make them more popular
Some songs are composed by soplusticated persons and are being known as folk-
songs Sometimes the collectors use a free hand in the form and content of the
folksongs, particularly 1n the usage of words Sometimes the original form 1s
changed to make it more dramatic and appealing particularly m case of folk
dramas and folk ballads
Alarming growth of these dangers confront the study of folksongs, because 1
recent times it 1s becomung a fashion to collect folksongs and publish them The
work 15 easy because, the authorship 15 almost tmpersonal , usually the same manis
responsible for the collection 2nd ediing of folksongs If he 15 not sertous and
sicere 1 his work, the result becomes a kind of literary luxury, if not hterary
deceit When the collector and the editor are different persons, the editor may lack
ihe knowiedge of ongm and anthentiity .of the folksongs, or may be unaware
of the soco religlous background of the songs Both the collector and editor
of the songs should be senous and sincere The falksongs may be collected and
studied on a particular aspect but the study should be comprehensive and not
fragmentary The collector and editor of folksongs should be conscious about
thus fact Folksongs should be collected and edited in a systematic way and the
attitude should be scientific The songs and their relation with the socio-religtous
background should be stugdted in the night perspective
In recent times folksongs are particulaly studsed for their literacy ment The
folksongs may be rich 1n their hiterary value But they are not oaly composed for
the luterary expression of the composers, they are also closely associated with the
Life-activities of the people and sung on vartous occasions  Therefore, the literary
study of the folksongs 1s only an aspect of the study, but not the right placement
and proper discovery of the contrebuttons recorded in folksongs
‘The literary study of the fotksongs 1ncludes appretiation, ifiterpretation and
evaluation The socto-tustorical study includes the critical study of the songs as
the source matenals of soctal and Mstoncal survey The soco rehgous study 1s
to examune closely the religious rites and rituals of the communmties, supertmposition
of thoughts, methods of worship of the folk deities, interrelationshup of the reli-
grous 1deas, magico religious nites, religious belefs and factors of social mtegration
Folksongs are the source materials of socio cultural hustory, evidence of the chang-
g el pritets wuds N Tegser ¥ e vdtre complex T edltected properly,
folksongs offer the original matenials of linguistic studies
The immense value of folksongs as record of culture should be borne 1 mind
while collecting the songs The collector should have proper traimng and educa-
tion 1n different methods of field study He should have the proper angle of vision
and screntific outlook 10 order to proceed 1o 2 systematic way. The collector’s
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viston must be oby Before coll he folk the collector should study
the socio religious history of the region He should be well acquainted with the
soctal condition, ethrue structure, socio religious ceremontes and festivals ina calen-
der year, occupation of the people, magico religious nituals, recreational Iife of the
people and ather aspects of hfe cycle of the community assocrated with the folk-
songs He should have knowledge of the Linguistic pattern of the remon, shouldbe
conversant with the tunc and notation of the music of the folksongs, should know
the anthropological set up of the commumtres in the region and also the soctos
cultural profile of the country If the collector 1s not serious and sincere 1n these
respects, the collected materials would not be able to yield the maximum value
Thus, the collector will be misled and others, who will depend on the collected
materials, will be accordingly musguided The collector shopld be conscious and
careful about these facts

If the collector 1s not fully aware of hus problems, the matenals collected by
him would not be authenuc records While collecting the songs one may commut
mistake for hus unfamlianty with the dialect and regional words The wrong
words might find place 1n Ius collection when listening to the songs In rewnting
the songs one may commut another series of nustakes If the right person or the
1nformant or true folksinger 15 not the source of collection, the matenals available
will not be genuine

The editor presents a collection of folksongs to the readers  His 15 a more
responstble job  He 1s to present the matenals in the night context The folksongs
shoutd be fully annotated in the book with word notes pnd a glossary 15 necessary
The vanations of readings of the songs in different regions and a hnguistic study
should also have thewr proper place in the book The information regarding
the source of the matenals, such as, names and addresses of the persons from whom
the songs have been collected, their social status and profession the geographical
position of the regions from where the songs have been collected, the description
of the cthmic groups among whom the songs are in vogue, the descripuon
of the socreties and commummes, where the songs are sung the socral
hustory and the socto religious background of the socicties and the regions, the
religious ceremomies and nitunals, the socal festivals, magco-rehgions mites,
lhc dcscnpuons of the various occasions when the songs are sung, calendar of the

d of the festivals, ntes and nituals when the

songs are sung, descriptions of the Iife activitics when and where the songs are
sung, description of musical instruments associated with the folksongs, the classifi-
cation and categorization of the folksongs, whether ntualistic, metaphysical, occu-
pational, functional, personal, recreational, religious, socal, and also 1nforma-
tion regarding the tune, melody and musical composition of the folksongs arc
the essential parts of the editoral ntroduction Full musical notations of all
the categories of folksongs should be included in the book The additronal matenals,
tf available, are also welcome 1n the book
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B 1 subrect

1! defective partial cnticism,
matenals, fy wrong hasty 2l
would mmpair the value of the collection The edstor should be careful conscious
and serions about ns b m editing the cofl of folk Hapha-
zard colk and bad 1 of not only spoil the work but also

spoul the field of other prospective workers The wrong way of work misguides
the prospective collectors and musleads the research workers Therefore, all the
aspects of the work of collection and editing of the folksongs should be carefully
thought of planned and reviewed at the beginnuag of the work and a detaded pro

gramme of procedure should be drawn up, keeping m mund all the problems
relating to 1t

SARINDA  Three strng high pitch instrument, with theee notes, the centre-
string providing the tomc. the two others the four. notes. ahmve. and helaw. anthe,
scale Body from one piece wood, the hollowed out belly has lower part covered
by skin upper part wncovered Bow {rom bamboo wood and borschar  Once
extenstvely used 1 East and North Bengal regions but gradually going out
of use for reasons not yet fully known.



A GLORIOUS HERITAGE

HIMANGO Bisw As

A purely academic and conservative approach to folksongs often overlooks and
even ignores one of its most human aspects—the “protest songs® which express in
varied forms the struggle of our oppressed people through the ages ~panst an
unjust social order These ‘protest songs’ can be classified into two categories—
sacio economuc and political the former being aganstthe feudal order with sts
caste system and economic exploitation women s bondage and numerous other
taboos, the latter being mamly products of our national mosement and peasdnt
rebellions against the British rule

Our folksingers and researchers very often do not see the sowial content of
the songs of the former category behind their religious and spinitual trappings and
11 assessing the songs of the latter catepory some of them appear to have developed
anantipathy and even refuse to accept them as folksongs considening them as songs

d by ‘p d going off the timeworn track of

traditton

Without going 1nto a theoretical controversy as to what a folksong ts and what
1s not, I would straightaway quote only a few songs with their background to
MMlustrate how hollow 15 the contention of these scholars

1In a broader sense a good number of our lovesongs marriage songs ot 50ngs
known as * ", ‘Birha’ or Deh etc express tnan mdirect way a
protest against the prevalent social system In the pre Brahmimcal order, the
ndividual 1n the commumity life was not so trammelled by taboos—religtous and
social The love-sangs born out of the fertiity cult were passionate free and for
thright ——where nothing stood between the I and the You 1n therr oral yncs
improvised on the spur of enthralled moments The Hindu patnarchal system
came tocurbit  And love got generahised and symbolisedin Radha and hnshra

The village lovers always protested aganst any censor from above As an
Assamesc Bihu song says—

God created the earth first
Aod hrnempad Wi

1 thus God could falt mlove
‘Why should we not”

The heartless marrage system the agomes of an unhappy marriage, the
bondage of women, persecution by the mother 1n law or the husband all these
form the undertone of what 1s known as love songs
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In Bhatal which constitutes the main melodic pattern of East Bengal, very
often the word ‘niior —going of the housewrfe from the father in law s house to
her paternal home—strikes as a heynote of the whole gamut of emotion of our
rural womanhood

“Who are you, boatman

Going down in a painted boat?
“Tell my beloved brother

To take me home

In a Bhawaiya song of North Bengal the girl in her lonehness in her husband s
house pours out her heart to a bird

Oh “Rarta’ bird on the hadam tree
Compg from my father s land
Tell me about them

‘To our village girls the husband s house 1s a stranger's house  As an Assamese
Bihu song has 1t

‘The bards brovght up thew offspnng
To beautify the branches of the tree

O my mother brought wme up with love
Only to'adom a stranger s house

Tagore 1n one of lus writings on folk hterature quotes a verse

*It 1s dark and cloudy

And 1t 1s rmnuing heavily on the other bank,
On this side of the bank

The red chilly gleams

My beloved brother, my heart aches

and compates this verse for its intensity of feeling with Kalidas's Meghadoot

There are also direct references to the persecution by the husband or the

mother in law, satinising the marpiage systemtsell Thus we find in a North Bengal
Chatka song—

With what a great expectation

I marned

For a full meal n a day

But now I get not even a gratn of nce,
‘But thrashung every now and then
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My back 1s bent from constant thrashung
The landlord s collector comes,

And jeeringly asks

How do you enjoy the blessings of marnage?

Even 1n the mmpersonal abstractton of love 1n the form of the Radhi and-
Krishna story, betund a cover of religiosity one cannot fail to discover the protest
aganst a society where free love 1s banned Nanadi—the sister in law—and
‘Shashun —the mother in law—are the watchdogs on  behalf of society When
‘Shyam or *Krishna’ starts playing on his flute on the riverside Radha the unhappy
‘housewrfe starts weeping 1n silence and lest her tears should betray her she puts
drenched firewood into the cooking oven to create a smokescreen Thus theme
15 common 0 innumerable folksongs 1n our country .

In Baramasli songs prevalent n many parts of India the separation between
husband and wife 1s dolefully refated through the description of the twelve months
This separation 1s caused marmly by economic reasons Struck by poverty the
husband has to go out for hus hivelihdod The nature of the job sometimes keeps
the husband and wife apart for a long time Thus constitutes the common theme
m the buffalo boy songs of North Bengal or the Malut songs of Goalpara in Assam,
both belonging to the same plaintive melodsc pattern known as Bhawatya

So, my buffalo boy day and mght
You move with the buffaloes,

And lne with them in the Bathan*
Keeping your young wife

Far away at home

The North 15 cloudy

The South 1s flooded

What kind of a nich man your boss is
Who does not grant you leave?

In the same way the mahut songs tell woeful tale of separation For months
the mahut has to live in the deep forest braving tigers and nslung hife while catching
the wild elephants Their love songs often speak of thus separation

‘There 15 no moon in the sky
How fong would the stars ghtter?
Of what use 1s the beauty of a woman
If the husband does not stay at home ?

Some of our scholars often interpret the phulosophy of the Bu d song as some-
thing obscure and esotenc, whose secrets can only be discovered by those who
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belong to that cloistered sect of mysties If that had been so the Badul songs would
cease to be considered as folksongs But the robust socral content and appeal of
the Ba.d phitosophy as expressed m their songs 1s a direct challenge to the conven
tional religions that create divisions betwcen man and man For them man 15
above all religions  The plulosophy of the Bauls 15 the philosophy of the outcast
and the down trodden To them the temples and mosques are hundrances to the
realisation of their Moner Manush the Man withim for whom they search They
have defied the arthadox preachers of the Hiundu and the Mushmcommunities who
uphold the feudal order

He who knows the theory of Man
Does not run after any other theology
Th earthen idols the wooden 1cons
Gods and goddesses & goblins—
All these do not deter lum
Who knows the gem of a man

.

Thus sings Lalan Fakir, the great Baul composer and teacher of the last
century

Lalan, as the story goes, was born inte 2 Hindu family While going on a
pilgnmage, he was attacked with smallpox and abandoned by his companions
He was picked up by a Mushm weaver The weaver s wife nursed lum back to
recovery He lived on with them and was baptised mto Islam But after he was
anihiated 1nto the Baul phulozaphy by hus preceptor Sirajsai, Lalan declared m his
songs that he was nesther a Muskm nor a Hindu but a Man

Everybody asks me  What caste
Do you belong to Lalan?

But Lalan replies

Thave not scen what caste looks Iike:

In another song he says

How will you go your way, mendicant?
Men are divided into Hindus and Muslims

He elaborates us philosophy m many other songs

The real Mecca 1s the human body

‘Why do you tire yourself out, running abroad 7
The human Mecca 1s the highest

Embodiment of engineermg skill
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Another wellknown Baul of East Bengal, Madan Shek goes a step further and
indignantly sings

Your path 1s blocked with

Temples and mosques,

When your call comes, my mentor,

1 cannot move on—

The Gurus and Mursheds (fe, Hinds & Mushim preceptors)
Stand 1n my way

The ‘Paran’, the *Koran’ and the counting of beads,

How tormenting are they

Madan wails in disgust

It 15 no wonder that these spiritual representatives of the oppressed people
were once persecuted and looked down upon by the society high-ups

Inalater period the Bauls got clobtered 1nto 2 narrow seet and deviations came
into their songs mainly harping on the weird esotenic methods of knowing the
incomprehensible secrets of the human body and some even singing the utter
futility of human ife But the basic of the Bduls—its robust
—semains an ever lasting spiration for us

The cleavage between the huts and the castles became sharper and sharper
and our folk poets, ground down by a colomal :conomy‘ gave vent to the fechngs
of our toiling ften in a verled 1th a double meaning
An apparently innocent Murshidi song of Bengal says

My Mirshid, my wornes know no bounds
Some possess elephants and horses
But my possesston 1s an on¢ eyed sheep
The sheep doesn t know the East from the West

My Mirshid, some Iive n palaces
But I have a broken hut,
The hut can somehow resist a gale,
But 1t can’t withstand the storm

My Marshid, some people are well dressed
But I have 2 loin cloth,
Evenif 1t covers a part of the body
It doesn't cover my shame
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In another Dehotattia song of the mystic school we find

On others’ land 1 have built my house,
1t does not belong to me

‘The landlord X have never met

Yet I pay my rent

But don’t get receipts from hum

Though [ pard my dues
My land 1s auctioned off

1 don’t meet my landlord
To .\vhom shall I complain?

The allegory 15 simple It may be interpreted that the <ong 15 about the un-
known supreme berng but the entire tmpresston is that of a poor peasant suffering
under abscntee landlordism .

In another song of the same school of mystic we find—

My Gury, T have none but you to complain to
Born poor, I am a lifelong sufferer
1 have no Jawyer to defend my case

My Gurz_my paternal homestead 1s there

But Lam head and ears in debt

1 don’t know how to pay off the Zamuinder's rent,
1 am 1n constant worry,

‘When the rent collector comes

‘With the ejection notice 1n hand

The Rent collector may be interpreted by the mystics as the messenger of
death and the ejection notice as death iiself, but the truth remains that the
allegory 1s taken from hfe atself, describing the conditions of cur exploited peasan-
try under the Zemindary system The protest of our peasantry agamst the mjus-
tice of Jandl, 15 exp drectly or indirectly mn our folk scattered
21l over India

Now I come 10 thesecond category of protest sonps that ¢an be better termed
as strupgle songs—born out of the struggle agamst the Brutish rule

The first national uprising against the British colomal role took place 1n 1857
The armed rebellion known as the Sepoy Mutiny lasted for more than two years
Though it was led by a few feudal lords the soldiers peasantsand artisans constitn
ted the main drtving force of the rebellion  And st 15 quite natural that innumerable
folksongs and folk verses were born ju the bloed of the martyrs Luxnubar,
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the queen of Jhinst, 2 North Indian State, became the heroine of the rebellion
Herself on horseback she conducted the army aganst the Brntish Luxmubar
became a legend with the people

The Queen can make soldiers
Out of earth and stone

She can mould a wood

Into a sword

She has made every hillock
A horse—on which

She has chased upto Gwalior

A folk poet1n hus fmmortal ballad on the Ram of Jhinsi'describes the scorched-
earth policy of the Rani—

Fell the trees,

‘The Queen of Jhanst ordered,
So that the Feningis

Cannot hang our soldiets,

So that the cowardly British
May not shout,

‘Hang them on the tree”

Fell the trees, so that

They may not get any shade
To rest mn the hot sun

1In only three months six thousand Indians were hanged—an edifying example
of the etvilizing mussion of the British rulers In the remote North Eastern province
of Assam, Manuim Dewan, one of the founders ofthe Assam Tea Company and 2
versatile talent, was hanged 1n 1858 for hus alleged complicity i the Sepoy Mutiny,
He has been smmortalised as the first Assamese rebel in a popular folkballad which
15 known to every Assamese today

You smoked upon a gold hookah, O Mantrdm,
‘You smoked upon a silver hookah ,

‘What treason did you commut to the Royalty
That you got a rope round your neck !

Secretly did they arrest you, O Manirim,
Secretly did they take you

Holroyd Salub on the Tokola: bank
Had you secretly hanged
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‘The agraran policy of the British rulurs that fleeced our pesantry and bled
them wiite sparked off a chain of 1solated peasant revolts all over India The
mmense significance of these armed peasant uprisings have not been properly
assessed or evatuated by the orthodox historians Historians may muslead but
our folk composers do not Each rebellion has left belund a crop of folktales,
verses, and songs—a great nutiber of which have been Jost as they were orally
commumicated and have not been recorded by the educated class

The famous Santhal Revolt (1855-1856) was perhaps the most glorous of
these revolts that shook the British Ray to 1ts foundations This rebellion may be
treated as the precursor of the Great Sepoy Mutiny Though the main location
of thas revolt was the Santhal Pargana of Bihar 1t spread to different parts of Bihar
and West Bengal More than 30 000 Santhals under the leaderstup of Sidhu and
Kanu with bows and artows and other primtive weapons struck agaiast the British
forces and declared an independent Santhal Ray —

Sido why are you bathed in blood?
Kanu, why do you ery hul, el ?

For our people we have bathed 1n blood,
For the trader thieves

Have robbed us of our land

This was one of the rebelhion songs that truly echoed the spinit of the tume
W G Archer, the well known folklonst, collected and compiled the Santhal
rebellion songs from the origisal Santhal language

Closely following the Sepoy Mutimty, Bengal was shaken by a peasant uprising
known as the Indigo Revolt (1859 60) Indigo was then one of the most profitable
exports, indigo being used then as a dye for the flourishing British Textile Industry
The white indigo planters like the cotton planters of Amenca used all kinds of
coercive methods—wrongful confinement, physical torture, whipping etc to force
the peasants to cultivate indigo at the planters’ terms The womenfolk were not
spared The simmerng discontent agamst the forergn exploters flared up as one
of the greatest peasant rebellions 1n our hustory Mare than six midhon peasants
were involved 1n the ternfic sweep of thisrevolt It gave rise to innumerable peasant
heroes The sweep of the revolt brought 1n its whirlpool the then English educated
urban geatry Even a section of the British Missionaries stood by the peasants’
cause Rev James Long“was at the head of them Harnsh Chandra, editor of the
“Hindu Patriot was persecuted for wnting agamst the planters The outstanding
Bengali deama *Nildarpan” was written The revolt brought 1n 1ts tral a crop of
folksongs of which the most famous was—

The Indigo monkey has brought rmn
To Golden Bengal—
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Harish met with a premature death
And Long was put snto jarl
How shall the tenants live?

India’s liberation moyement has been marked by numerous peasant upnisings
all over India, which as I mentioned abave, threw up mnumerable folksongs
In every part of India and 1 every language we may find such songs, though a
great number of them have been lost

Conung to our own times, 1n the first decade of this century, groups of urban
middle class revolutionaries, discarding the path of prayer and petittomung, took
up the cult of the Bomb aganst the Britsh rulers Khudirdm Bose, a boy tn his
teens, was the first martyr who was hanged 1o the year 1905 He wasmmortalised
m a Bengali folksong, composed by an unknown village bard—a song which 15
still most popular among us

O mother, give me leave, let me go out

111 put the knot aronhid my neck with a smile

And the whole of India will look on

There were crowds at the High Court, mother, on Saturday after ten
‘The Judge tried me, mother, and ordered me to be hanged

Then let ten months and ten days pass,

111 be born again, mother, 1n my aunt s house

If you don’t recognise me, mother,

Look for the sign of the Lnot round ny nech

The national movement led by the Congress also has left ts impnnt on
many of our folksongs The hatred agunst the British rulers has also been expressed
by those who cameto work in British owned mines or plantations The cultivation
of tea 15 the most important amongst all the plantation industries of India In
1835 the plantation of tea was started 1n Assam The attitude of the Assamese
population who were rooted 1n their extremely fertile sorl was hostile to any work
1n these plantations which was worse than serfdom The Brutish planters engaged
touts to recruit labour from outside The backward poor landless trbals of Bihar,
Onssa, Madhya Pradesh and Bengal became thewr victims The touts drew
a rosy picture of prospenty in the plantations to persuade the simple minded
tnbalsto go to Assam  Once they came, after signing the aereement, they became
virtual 1n the p! ‘The working cond: n Assam s tea planta-
tions mfested with wild anmals and diseases ke malana and kalazar was
horrible and remind one of Negro sufferings in the cotton plantations i Amenca
The coalies, as the laborers were called, were virtual slaves workng under the whip
of the *Sardirs' or the slave dnvers The white sdfubs could kall with impunity
From the government reports we come to know that in 3 years from 1863 to 1866,
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In another Punjabi folksong the village woman indignantly curses the train
that carries away her beloved who 1s going to join the army

Oh you tramn

May your wheels break down

Or your sidings collapse

You are carrying away my youth

‘The Nepalese 1n North Bengal and Assam are known to be a martial race
Though separated from their oniginal homeland Nepal 1 language and culture
they have maintained their own distinctive identity Many of them are the descen
dants of retired soldiers and 1t 15 no wonder that the war theme very often appears

1n their songs

Don t cry, my love

1 am going to the German war
Dontery— o

If I survive I shalt return

If not we shall meet in the other world

Gorakhpur 1n Northern India was the recrinting camp 1n the last world war ,
50 a Nepah song says

The aeroplane zooms overhead o
Moshodhat weeps 1n a corner of her house
You my love arein the Gorakhpiir camp
Me sitting forlorn 1n Nepal

1In the First World War the Bengal Regument was postedn Basran the Maddle
East An Fast Bengal folksong in the Cluttagong dialect says

Is the post office 1n Basra destroyed?
My husband went to war

I waited and waited

But there came no reply to my letter
‘The boy cries the mother cries

So cries the brother

Alas no news from Basra

Instances can be multiphed But this article does not aim at an exhaustive
teeatment but at drawing the attention of our researchers to that aspect of our
Tolksongs which 13 most inspiring but at the same time most neglected by them
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‘We have hiting lullabys, enchanting fotksongs, rhythruc Wo‘xksongs, songs
of joy and sorrow and of and to fate but
we are sometimes made to forget by our scholars that we havealso 1nspirng songs
of protest and struggles

The time has come to focus our attention on these Though some of these
songs have been collected we do not know the tunes of most of them—this makes
our task of populanising these songs all the more difficelt  But with the proper
outlook and if our turn theic attention to this aspect of our
folksongs, they, 1 am sure will be able to enrich our repertore

Our masses are on the move and new songs are bemg born, revitahsing the
traditional tunes with new contents of hfe The people s composer shares the Iife
of the people and gives expression to the emotion of the mulhons gripped by a new
deology of political Our task 1s to collect, treasure
and propagate these songs The study of folksongs 15 not archacology delving
into a bygone past, 1t 1s an evergreen tree always shooting forth new leaves and
buds
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